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ABSTRACT
When the United States entered WWII, the government contracted with several
film studios to produce propagandistic cartoons, newsreels, and short films. These
contracts continued throughout the war, and government agencies not only censored these
films, but also produced some of their own film media. The deliberately embedded
messages planted to influence viewers worked well for several reasons. During the war
years, the Nazi Party produced its own propaganda films, and while the United States
decried that deliberate attempt to influence populations, the United States government
was doing exactly what they condemned: producing film made to influence its own
population. Since WWII ended, many studies have examined and analyzed the ways in
which the films were propagandistic. The literature is lacking a connection between those
films and the field of adult education.
This study was conducted to examine the chosen cartoons, newsreels, and short
films for necessary devices of fiction and propaganda, to connect them to each other and
to the experiential learning cycle and to expand the current vague definition of invisible
adult education. The study explored the following research questions: 1) How do the
devices of propaganda work with the elements of fiction to influence adult learning as it
occurred in historic WW2 media? 2) In what ways do the tenets of the abstract, passive,
secondary learning cycle link to the devices of propaganda and the elements of fiction
regarding adult learning processes? and 3) Could both the devices of propaganda and the
elements of fiction, along with the passive experiential adult learning cycle coalesce to
produce forms of invisible adult education? Findings demonstrated that not only do
propaganda and fiction depend on many of the same elements, but also that they can be
ii

linked to the twin-cycle experiential learning model. Because these connections can be
made, the existence of invisible adult education can be further defined.
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CHAPTER I - INTRODUCTION
Introduction
After the United States entered WWII in 1941, the federal government
deliberately planted messages designed to indoctrinate the American people to change
their behaviors, attitudes, and thoughts in diverse ways. The government intended these
messages to garner support for the war effort, which seemed to be an admirable cause;
however, at the same time they were disseminating these embedded messages, they were
also denigrating the Nazis for their own use of embedded messages that brought about
negative behaviors in German citizens. The American film media produced during WWII
has long been established as propagandistic, and the United States government
understood how well film media worked to convey propagandistic messages (Hoffer,
1943; Grabarski, 2013). Ostensibly created to be sure that Americans had clear,
consistent information about WWII, one purpose of the Office of War Information
(OWI), which operated between 1942 and 1945, was to “resolve American apathy toward
the war” (Grabarski, 2013; Lesjak, 2013, p. 27). The Bureau of Motion Pictures (BMP), a
section of the OWI, worked directly with Hollywood during WWII to be sure that its
productions promoted patriotism, tolerance, duty, and sacrifice (Grabarski, 2013; Lesjak,
2013, p. 36). At the same time, the BMP “created a handbook detailing its vision for
motion picture scripts, which was sent to all studio heads and distributed to directors,
writers, and producers. . . . They also reviewed Hollywood films, cartoons, and newsreels
to determine if they promoted an appropriate message” (Grabarski, 2013; Lesjak, 2013).
Instead of banning films that did not adhere to the BMP standards, the OWI
threatened to block overseas distribution of the films, reduced on Hollywood’s profits,
1

thus which ensured the motion picture industry’s adherence to the government’s
requirements (Grabarski, 2013; Lesjak, 2013). Thus, almost every piece of film media
produced during WWII contained deliberately embedded messages introduced by the
United States government, messages that were intended to influence the attitudes of
people in the United States (Lesjak, 2013). Although there is concern about whether
today’s media influences adult education, this research will not use current influences on
adult education as a lens in order to avoid presentism. Presentism will be addressed more
thoroughly in the concluding chapter. Also, the propagandistic messages that will be
discussed in this study are not the type referred to as subliminal messages; the embedded
messages under discussion are based solely on the well-established devices of
propaganda.
Background
World War I occurred during the era of silent films, and it was the first war to be
‘fought’ in front of cameras. American filmmakers went to the front during WWI to
make films (Klawans, 2000). Many Hollywood producers voluntarily aligned themselves
with the United States government during WWI, and they disseminated many shorts,
features, and newsreels extolling the government’s attitude toward the war (Lesjak, 2013;
Stewart, 2015). When the United States declared war on Germany in April 1917,
Hollywood worked under contract with the government to make films promoting the
government’s agenda and denigrating the enemy. During WWII in Germany, most
foreign films were banned, so the German film industry expanded, and part of that
expansion was the production of pro-German films. Meanwhile, Britain focused its
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filmmaking efforts on changing the neutral stances of the United States and other
countries (Lesjak, 2013).
In general, WWI had a greater influence on the moviemaking industry than the
industry did on the war because it helped to speed up technological innovations. In the
late 1920s, sound was added to films during production, and the United States and
Germany, as well as other countries, became experienced not only in filmmaking, but
also in film editing by the time WWII began (Craftton, 1999; Grabarski, 2013; Lesjak,
2013). Crafton (1999) discusses how silent film media has an impact on the non-silent
film media used during WWII. The use of silence in WWII film media did not disappear
when sound was added to film media, but instead was used to enhance the suggestive
influence of the film media by forcing the viewers to rely on their imaginations instead of
on narration. At the beginning of WWII, sound had been integrated into film media, and
special effects, composed mostly of lighting effects, were used. Both technological
improvements, as well as the WWI practice of working with the federal government to
make endless rolls of film fascinating for viewers, made film media an excellent tool for
helping viewers to escape the on-going war in Europe and to provide commentary on
cultural issues during that time (Jacobs, 1968).
WWII officially began in September 1939 when Germany invaded Poland,
causing France and Britain to declare war on Germany. While the United States remained
officially neutral until the bombing of Pearl Harbor in December of 1941, the United
States provided supplies to Great Britain and other countries, including pilots and
medical personnel (Caine, 1993). WWII was well-underway when the United States
officially entered the war. In the years before the United States entered WWII,
3

Hollywood was producing film media designed to counter Nazi propaganda cartoons and
full-length films that were being disseminated in other countries (Grabarski, 2013;
Lesjak, 2013). In addition, in the early 1940s before the United States entered the war,
Hollywood was making full length movies and short cartoons that not only provided
entertainment, but also inspired patriotism in the American people. Newsreels had been
in use before the United States entered WWII, and newsreel producers had experience
during WWI in creating short films that grabbed the attention of viewers (Crafton, 1689;
Stewart, 2015). Throughout WWII, the government used cartoons, newsreels, and short
films to influence the opinions and behaviors of people not only outside the United
States, but also its own citizens. Film media produced during WWII had a considerable
influence on opinions and behaviors of viewers precisely because of the manipulation of
sound set against silence and because the nature of the conflict was easily simplified to be
presented to viewers as good versus evil (Crafton, 1999; Stewart, 2015).
Producers of film media during WWII relied heavily on narration to induce the
effects they needed. Narrative voiceovers used propagandistic devices to establish an air
of authority and manipulate emotions were used during the era of silent films, and that
established the narrator as an authority figure. This, along with melodrama and
manipulated realism, was the basis for the clearly defined propaganda that cartoons,
newsreels, and short films became during the WWII years (Higashi, 1998). Representing
and presenting the conflict as good fighting evil, as them versus us, was implemented
partly through demonization of other cultures and partly because the nature of war was
not what the government wanted to show. Filmmakers during WWII were as indirectly
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realistic. If they showed the true face of war, they would be violating the government’s
mandate (Crafton, 1999)
Types of Adult Education
There are three currently recognized forms of adult education: formal, informal,
and nonformal (Merriam & Brockett, 2010). Formal education is adult education that
happens within an institution of learning, such as a school. Informal adult education
occurs in everyday life outside a formal learning environment, for example from a
magazine or from friends or from learning how to do car repairs from a video. Informal
learning, “learning pursued without an instructor and for personal interest,” is an ordinary
form of adult learning and is readily available in everyday life (Kasworm, Rose, & RossGordon, 2010, p. 2). Nonformal adult education refers to organized learning opportunities
that are not organized within any established formal system, like the do-it-yourself
classes at a hardware or lumber store (Merriam & Brockett, 1997).
Two types of informal adult education that are important for this study are
implicit and tacit adult learning. Implicit adult learning is learning that happens “in the
unconscious” and is not available for retrieval from memory (Reber, 1993). Implicit
learning is hard to measure, except using implicit memory, and it is easier to assess
implicit memory, which would result from implicit learning. If an adult has a memory, it
must come from somewhere, and it is possible that if the adult knows something has been
learned, but cannot recall learning something, that it is a product of implicit learning
(Reber, 1993). It is an “almost unintended outcome of an activity, experience, or just part
of life” (Connelly, 2008, p. 5). Implicit learning could be used by an under-educated
carpenter, who nonetheless can take accurate measurements and calculate how many
5

board feet he needs for a certain project. Tacit adult learning, on the other hand, happens
when someone knows how to do something without knowing the rules behind it, such as
driving a car. A person can drive a car without knowing how all the systems work
together to make it possible (Sternburg, et al., 1995) It is unspoken learning that is
conveyed in an indirect manner, and it is knowing how to act in polite company without
the benefit of deportment lessons (Smith & Porchot, 2013).
Invisible adult education is another form of nonformal adult education, though it
is barely mentioned in the literature. Merriam & Brockett (2007) suggest the field of
adult education has an unacknowledged side that is invisible and ignored. Invisible adult
education includes the histories and practices of those “whose race or ethnicity, sex,
economic class, sexual orientation, ablebodiedness or lifestyle have differed from
mainstream adult educators and learners, thus causing them to be marginalized and
disempowered” (p. 260-261). They also state this it is a form of adult education that
happens outside the boundaries of any formal or informal education. Edelson (2000)
refers to invisible adult learners as those who are invisible to formal adult education, who
could not avail themselves of formal adult education. Thus, the current definition of
invisible adult learning is an invisible, marginalized population that learns without the
benefit of formal or informal instruction and without realizing they have learned.
Indoctrination through embedded messages in film media could be considered as
invisible adult education because it meets the current definition and because of the ways
in which the elements of propaganda coincide with the elements of fiction and with
Kolb’s (1984) experiential adult learning cycle. Over the centuries, authors have
presented messages using fictional tales, which have at times gotten them into trouble,
6

jailed, and even killed. Fiction is a far more efficient way of sending messages than
simply telling people what to do. Fiction works well as propaganda because both rely on
many of the same elements, such as symbolic language and imagery, cultural norms, and
familiar belief systems. Propaganda and fiction also work with Kolb’s (1984) experiential
adult learning cycle, as both rely on familiar themes and cultural norms to disseminate
their messages, and that familiarity gives readers and viewers a common concrete
experience with which to begin an invisible, experiential adult learning cycle.
Conceptual Framework
Propaganda, or the dissemination of ideas in the effort to modify beliefs, has been
in use since antiquity using concrete symbols that represent abstract ideas to bring about a
desired change in a population (Taylor, 2003). In its purest definition, propaganda is
simply one way that ideas can be spread among a population, which is also one definition
of education (Taylor, 2003). Hoffer’s (1942) definition of propaganda includes the
deliberate presentation of messages to the public to change attitudes. Kosar (2005)
expanded the characterization of propaganda as partially factual embedded messages
necessarily coming from an authority. Propaganda’s usage has gradually changed over
the years to have a negative connotation: the powerful telling the non-powerful how to
think and what to do (Sproule, 1994; Taylor, 2003). To be effective, propaganda must be
directed to groups of people in a deliberate manner by an organization, and it results in
“continuous, slow, imperceptible” formation of belief patterns using images that bring
about the propagandists’ desired outcomes (Ellul, 1965, p. 31). Propaganda is based on
both lies and facts, although the facts are framed in a way that will bring about the
desired actions in a group of people (Ellul, 1965). Propaganda is built around cultural
7

norms because the symbols of those norms are so powerful in the formation and
cohesiveness of a society (Ellul, 1965). It is the propagandists’ reliance on fact and use of
cultural norms that make their efforts so effective in changing people’s less obvious
attitudes and causing them to act in contradiction to their professed beliefs (Ellul, 1965).
Propaganda campaigns in America during and after WWII relied heavily on
Dewey’s (1938) theory of adult education (Ellul, 1965). Dewey (1938), who had begun to
establish the theory of experiential adult education, argued that education relies on
experience for learning to take place. Wooddy (1935) linked this type of education with
propaganda, as he stated that both education and propaganda need a basis of experience
in order to link new material to the previous experience. In his opinion, propaganda is
meant to serve the interests of a social group, while education is serving the interests of
society, rather than a special interest group (Wooddy, 1935). Students and practitioners of
adult education are familiar with Kolb’s (1984) model of the cycle of experiential
learning, of which reflection and abstract generalization rely more on emotion than on
logic to bring about learning, as does propaganda (Kasworm, Rose, & Ross-Gordon,
2010). Boud, Cohen, and Walker (1993) accentuated emotion in their model of the
experiential learning process. They describe the need to attend to emotion that comes
during the learning process as one of the steps in experiential learning. Tennant and
Pogson (1995) explicitly stated that most adult learning does not take place in a formal
setting, but happens during everyday life, and most of their examples, such as birth,
death, and relationships, are emotionally charged. Bergsteiner and Avery (2014) broke
Kolb’s (1984) experiential learning theory into two cycles of learning instead of his
original one cycle of learning. Their new cycles of concrete, active, and primary learning
8

include a “real” action to start the cycle. The abstract, passive and secondary learning,
wherein the cycle can be started through hearing, reading about, or watching an action,
means that learning is not always active, and that people can learn from the experiences
of others in a way that makes learning the primary goal (Bergsteiner & Avery, 2014). The
learner, then, can be actively engaged in or passively receptive of the potential
knowledge. Experiential learning of bias through indoctrination in film media is possible
because the learner is passively hearing and seeing the experience of others and learning
from it.
Propaganda and experiential adult learning both rely on truth and fiction. The
relationship between truth and fiction is a large part of the development of propaganda
(Ellul, 1965). Fiction is not necessarily a lack of fact because without any facts, the
audience will not be able to make the necessary connections with the characters or the
story. However, truth and fact are not the same because truth is based on people’s
perspectives of facts, and those perspectives change based on many factors. People who
witness an event do not always tell the same stories about that event because of the
different contexts through which they experienced and remember the event. Fact, truth,
and fiction work together to tell a story, and it is the combination of all three that makes
the story appealing to the audience because it permits the audience to rearticulate the
event in a way that makes sense in the audience’s context (Carson, 2008). This is also
part of the process of critical reflection needed for experiential learning.
The diverse types of films created in the United States during WWII contain
elements of truth in their fiction. In Higashi’s (1998) discussion the use of realism and
melodrama in films, cartoons, and newsreels produced in the United States during WWII,
9

he links the use of realism (truth) and melodrama (fiction) as necessary elements in media
propaganda (Higashi, 1998). His argument is based on established definitions of realism
and melodrama and includes the Freudian theory of the unconscious mind as a place
where central attitudes are formed and reside (Higashi, 1998). He cites Peter Brooks, who
characterizes melodrama, a genre that “has the ability to provoke strong emotion . . . and
heightens emotionality, from sorrow to sentimentality to laughter,” as a replication of the
unconscious mind, which means that professed beliefs can be influenced by the genre
(Higashi, 1998; Mercer & Shingler, 2004. pp. 3, 6). Movies, cartoons, and newsreels
present an interesting mix of truth and fiction, which served the purposes of the Office of
War Information (OWI) well before and after the entry of the United States into WWII,
by presenting the truth in ways that would attract the audience and help guide the
audience toward the government’s needs (Koppes & Black, 1986; Stewart, 2015).
Propaganda in films, cartoons, and newsreels presents a mixture of fact and fiction that
draws in the audience and increases their receptivity to the embedded messages.
The necessary elements of fiction are also present in WWII-era propagandistic
film media, even in newsreels, and these elements work with the fundamentals of
propaganda to carry the embedded messages that bring about learning in the audience.
Fiction contains a plot, which must have a conflict, a crisis, and a resolution, each of
which corresponds to the experiential learning cycle (“Elements,” 2016). Point-of-view is
also important in fiction, as it determines how much a character knows compared to the
audience (“Elements,” 2016). For example, the first person past tense point-of-view helps
the audience identify with the characters because the audience experiences the action
with the characters. This corresponds to Bergsteiner and Avery’s (2014) passive learning,
10

which means the viewers are able to learn from the experiences of someone else, while
the theme of the story has to do with how the author’s personal beliefs about how the
world works color the story, and it is what organizes the story and its embedded messages
(“Elements,” 2016). The theme is usually subtle; it is rarely stated explicitly, but it is still
present.
Fiction also has characters, which should be real and relatable. Especially if the
characters are dynamic (characters that are exciting and interesting to the viewers), the
audience will easily identify with the characters, which helps to bring about experiential
learning. For the most part, characters also adhere to cultural norms for speech, body
language, and communication between ethnicities and classes (“Elements,” 2016), and
these norms are also necessary for propagandists to capture their audiences (Ellul, 1965).
A character that does not adhere to cultural norms is often the reason for the conflict in
the plot, and the character’s conflict is what begins the experiential learning process in
the character. The characters also have presuppositions that they bring with them,
including religious beliefs, psychological quirks and understandings, philosophies of life,
and educational assumptions. Effective fiction writers conduct much research to be sure
the cultural norms and presuppositions are correct for the culture for whom they are
writing, as do propagandists (Bates, 2015).
Vicarious living, that is living “one’s life dreams and wishes through another
person’s life,” happens often when viewers are drawn into in character’s lives, and it is
often not noticed by the viewer (Baranovich, 2017). The elements of fiction have been
drawing readers into fictional worlds for centuries, and with the advent of film media, the
audience is able to vicariously live the characters’ experiences much more immediately
11

than in books because someone else’s imagination has brought the action to life. It is all
the elements of fiction combined with the immediacy of the action that makes film media
so effective at producing experiential adult education (Baranovich, 2017). Because the
elements of fiction also correspond so closely to the defined fundamentals of propaganda,
film media is an excellent vehicle for propaganda. The OWI recognized the
correspondence between the elements necessary for film media and the fundamentals of
propaganda, as well as how intensely attracted their intended audience was to film media
and chose film media as a vehicle for propaganda (Lesjack, 2013).
Emotion, stereotypes and common beliefs, and the experiences of others form the
basis of adult learning that is created through propaganda (Ellul, 1965). Experiential
learning theory will let the examination of the learned biases that may be formed through
repeated exposure to the deliberate use of messages in film media. The established
elements of fiction work well with experiential learning theory to show how experiential
learning can take place in the unconscious. Truth can involve as much fiction as fact, and
it is the perspectives of the writer, the producer, and the audience that decide what that
truth is; thus, the truth that is necessary for fiction to be believed can be used as
propaganda to manipulate the perspective of the audience in such a way that experiential
learning takes place. Narration that manipulated emotions came into being during the era
of silent films, and the establishment of the narrator as authority, along with melodrama
and manipulated realism, was the basis for the clearly defined propaganda that films,
cartoons, and newsreels became during the WWII years (Higashi, 1998). Film media is
deliberately set up as fiction, and the elements of fiction should enable the audience to
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make the connections to the characters that they need for the experiential learning process
to take place.
The elements of fiction, as well as their basis in truth, exhibit both propaganda
and experiential learning. Wooddy (1935) provides separate definitions of education and
propaganda, as well as an overview of their similarities and differences. He links
education with experience and gives it a broad place in the formation and maintenance of
society (Wooddy, 1935). Adults learn by connecting new experiences with prior
experiences and by using critical reflection to build a bridge that helps them make sense
of the new experiences, and that learning can easily take place while watching film media
because of the emotional connections adults feel with the characters who are going
through familiar situations (Kasworm, Rose, & Ross-Gordon, 2010).
Ozar (2015) contends that, without a facilitator (the person guiding the learning),
the experiential learning cycle cannot take place; however, the facilitator does not have to
be at the center of the learning experience. He notes that a facilitator who creates an
artificial learning experience is directly contributing to the experiential learning process
(Ozar, 2015). While the characters in film media and cartoons are redeveloping and
rearticulating the event or experience, so are the viewers. Yardley and Dornan (2012)
claim that experiential learning focuses on the environment in which learning takes place,
which both influences and is influenced by the learners, while experiential learning takes
place within the intersection of the influenced environment. When viewers are connected
to a representation of the truth through emotion that exposes their unconscious mind,
influencing them is easier (Higashi, 1998). The distortion of the boundary between truth
and fiction that was capitalized on in WWII films, cartoons, and newsreels was
13

established long before the United States entered the war (Higashi, 1998). Film media,
because of the truth and the fiction inherent in them, are emotionally charged, and
emotion is an important part of making connections between experiences, which is one
reason experiential adult learning takes place through film media.
Brief Methodology
This study involved a content analysis conducted by watching and listening to
full-length films, short cartoons, and newsreels produced in the United States during
WWII. The film media were chosen based on how each item demonstrated by established
devices of propaganda and elements of fiction. Each piece of the film media must display
more than one of the propagandistic devices and elements of fiction. While watching the
chosen media, the researcher used an Excel file with tabs for each of the established
devices of propaganda and each of the elements of fiction to note instances of each and
the time it occurred. If devices of propaganda and elements of fiction occurred at the
same time in the media, doing so permitted the link to be made between propaganda and
fiction. The researcher examined the connections between propaganda and fiction and
connected them to Bergstiener and Avery’s (2014) twin-cycle experiential learning
theory based on the type of experiences shown in the film media. Since the characters
met the requirements of real, relatable characters, the conflict and the resolution were
identified, the researcher made links among the elements of fiction, the propagandistic
devices and the necessary parts of Bergsteiner and Avery’s (2014) abstract, passive, and
secondary learning cycle. If that is possible, then it is also possible that invisible adult
learning is taking place at the same time.
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The Purpose of the Study
The following questions guided this study:

1. How do the devices of propaganda work with the elements of fiction to influence
adult learning as it occurred in historic WW2 media?
2. In what ways do the tenets of the abstract, passive, secondary learning cycle link
to the devices of propaganda and the elements of fiction regarding adult learning
processes?
1. Could both the devices of propaganda and the elements of fiction, along with the
passive experiential adult learning cycle coalesce to create forms of invisible adult
education?

Definition of Terms
Propaganda: The dissemination of ideas that are presented in a way that influences
peoples’ opinions and behaviors.
Film Media: Newsreels, cartoons, and full-length films produced during World War II
that depict the war effort, the progress of the war, and opinions about the war.
Newsreel: A short documentary film produced to distribute information.
Cartoon: A short motion picture that relies on arrangement of pictures for its animation
Invisible Adult Education: Education of adults that takes place outside the boundaries of
any formal or informal educational practice wherein the learners are invisible to formal
and informal educators and have learned without awareness of the learning.
Propaganda as Adult Education: The use of fictionalized truth to influence the thoughts,
opinions, and behaviors of adults.
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Justification
A link between propaganda and experiential adult learning would be valuable to
inform the practice of adult education. An important part of educating adults is
understanding the context in which learning takes place (Merriam & Brockett, 1997), and
if undetected experiential adult learning is taking place through embedded messages in
film media, the context in which adult learning takes place will have an added facet.
Discovering a clarified definition of invisible adult learning could add to established adult
learning theories and could strengthen Kolb’s (1984) experiential learning cycle, much
like Tennant and Pogson’s (1995) addition of the emotional foundation of experiential
learning. It could also expand and strengthen Bergsteiner and Avery’s (2014) expansion
of the experiential learning cycle to include passive and secondary learning, which added
the possibility of adults learning from the experiences of others.
Possible benefits resulting from the study may include an increased understanding
of the ways in which adults learn, as well as a better understanding of undetected learning
that may have already taken place. A large part of the field of adult education is its focus
on social justice and ways in which education may give marginalized adults a voice in
society. Discovering links among film media, propaganda, and experiential learning
could give adult educators a better understanding of a large area of life through which
adults learn. While this research may not result in direct benefits to adult learners,
understanding the possible influence of embedded messages designed to change or
cement attitudes of adult learners could help to inform the practice of adult education.
The possible expansion of Kolb’s experiential learning theory could influence the
established methods of adult education practice and could give adult educators a better
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understanding of the ways in which societal structures are maintained. This may help to
further inform the cause of social justice and the ways in which adult educators fight
against oppression by minimizing as much as possible the marginalization of adult
learners.
This study may guide future research into the effects that propaganda may have
on adult learners and on the practice of adult education. A clearer and fuller
understanding of invisible adult learning through film media could guide future research
into other ways in which invisible adult learning may happen. An expanded theory of
experiential adult learning could allow future researchers to explore ways in which adults
learn from the experiences of others.
Assumptions
The first assumption of this study was that sufficient footage of WWII film media
produced by the United States, specifically newsreels, cartoons, and full-length films,
would be available (Lesjak, 2013). The researcher also assumed that the footage will
demonstrate propagandistic messages and elements of fiction that meet the requirements
of the abstract, passive, secondary learning cycle.
Delimitations
This study was delimited to examine only the film media produced by the United
States during WWII (“Conflict,” 2016; Lesjak, 2013; Grabarski, 2013). While other
countries produced cartoons, full-length films, and newsreels, they were included only as
needed to explain why certain United States’ film media was produced in reaction to
other countries’ similar productions (Grabarski, 2013; Museum, 2018). Axis film media
was produced in the language of the Axis countries (Germany, Italy, Japan, Hungary,
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Romania, and Slovakia), and not speaking those languages means that idioms, dialect,
and connotations in those films may be missed or misinterpreted. While some of the film
media has been translated, it is not wise to depend on someone else’s translation, as that
someone may have misinterpreted idioms, dialect, and connotations or may have inserted
his or her own perspectives.
Another delimitation of this study is the framework of experiential and invisible
adult education. Other theories may explain certain elements of the film media more
clearly, but developing a clearer definition of invisible adult education would be more
difficult, as would linking propaganda to fiction and to another theory of adult education.
Kolb’s (1984) experiential learning cycle, as well as the theories that build on his, permit
a close study of how propaganda could influence adults without their awareness through
experiences that happen to others.
Limitations
A limitation of the study was that most of those who experienced WWII as adults,
as well as government employees who supervised the production and the producers of the
film media, were no longer available to interview because of the length of time between
the war and the beginning of this study.
Summary
The propagandistic efforts of the Office of War Information (OWI) have been
well established, as has the BMP’s partnership with Hollywood before and during WWII.
These two entities worked closely together to produce films, newsreels, and cartoons that
contained embedded messages to influence people’s behaviors and attitudes during the
war (Lesjak, 2013). Their efforts were successful, despite the sometimes obviously
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propagandistic messages, because of the correspondence between the elements of fiction
and the foundational principles of propaganda and because people wanted to believe the
messages. Experiential adult education theory was in its infancy at the time. only a few
years before the United States entered the war, John Dewey (1938) had begun to define
experiential adult education. Merriam and Brockett’s (1997) brief description of invisible
adult education was published later.
However, propaganda seems to have qualities that meets the requirements of the
abstract, passive, experiential learning cycle and of the marginalized population and lack
of awareness of learning that is necessary to the definition of invisible adult education,
though neither has been directly linked to the necessary elements of propaganda. Without
a clear definition of invisible adult education, our understanding of informal adult
learning is incomplete Also, the possibility that adult learning takes place invisibly is
disquieting because understanding the influences on people’s attitudes and behaviors is
imperative in the field of adult education. The major theories of both formal and informal
adult education require knowledge of the context in which learning takes place, and if
invisible adult education is not fully defined, adult educators will be at a disadvantage.
Experiential adult education is a well-defined theory, but invisible adult education has
been mentioned only briefly in the literature, and neither has been clearly linked to
propaganda.
Examining film media created during WWII permitted the researcher to discover
ways in which propaganda was used to induce changes in adult viewers that correspond
with the changes that can be seen when adult learners engage in experiential learning.
Linking the possible changes produced using propaganda in film media to experiential
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learning theory allowed an explicit expansion of that theory which includes experiential
learning that takes place through the experiences of others. That also helped to bring
about a clearer definition of invisible adult learning, an idea that is not clearly defined in
the literature.
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CHAPTER II – LITERATURE REVIEW
Introduction
Films, cartoons, and news reels produced by the United States before and during
WWII contain elements that can be viewed through the lens of adult learning theory.
Adult education and learning can take place in many different venues for many different
purposes, and adult educators have a variety of theories from which to choose when
planning activities. There are many adults in the United States who do not engage in
formal learning. Informal learning, “learning pursued without an instructor and for
personal interest,” is a common form of adult learning and is readily available in
everyday life (Kasworm, Rose, & Ross-Gordon, 2010, p. 2). Invisible adult education has
so far not been adequately defined by the literature. Looking at how Kolb’s (1984)
experiential adult education cycle and Bergsteiner and Avcery’s (2014) twin-cycle model
of experiential learning works using the truth and fiction contained in propaganda could
inform our understanding of how film media attracts and influences the viewers. This
could lead to a better understanding of how propaganda in WWII film media brings about
one type of invisible adult education.
The Office of War Information
During WWII, three distinct types of film media were used to report events in the
war. During this time, many countries produced propagandistic films, cartoons, and news
reels that extolled their chosen beliefs. Most countries, including the United States,
created film media that contained messages meant to influence the minds of those
viewers (Lesjak, 2013). While the Office of War Information was supposed to have been
established to provide clear information about the progress of the war to American
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citizens, one of the main reasons for its creation was to change the way the American
public thought about the war (Grabarski, 2013). Most Americans thought of the war from
a position of neutrality, and that position did not correspond to the entrance of the United
States into WWII (Grabarski, 2013). A division of the OWI, the newly created Bureau of
Motion Pictures (BMP) developed a booklet that explained to Hollywood producers of
the need to embed deliberate messages in their productions, messages designed to
manipulate citizens of the United States into feeling, thinking, and acting in the ways in
which the government needed them to do (Grabarski, 2013). If citizens had not brought
their thoughts, feelings, and opinions into line with the government’s need for
cooperation during WWII, the war effort would not have succeeded as well as it did
(Sproule, 1994). The BMP worked in partnership with Hollywood producers and studios
to be sure that the productions of films, cartoons, and newsreels contained embedded
messages to influence people’s behaviors and attitudes during the war (Grabarski, 2013).
Truth and Fiction in Film Media
Film media is an interesting mix of truth and fiction. Many times, fact and fiction
are thought to be opposites, but they work together to help us understand an event or
experience. “Truth is defined as ‘conformity with fact’, while fiction is defined as
‘arbitrary invention’” (Carson, 2008, p. 83), though in combination, they result in a
“fictional account of fact, so that an account may not contain only facts but is nonetheless
true” (Carson, 2008, p. 83). An individual truth relies on perspective, and that perspective
changes depending on the background of each individual; however, there are basic truths
common to societies in general, and those truths can be combined with fiction so that the
general population will understand a message (Furman, 1999; Lange, 1969). If the text
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does not contain fact, it is still not entirely fiction, and just because the text includes
fiction does not mean it is not truth (Carson, 2008). The combination of truth and fiction
is necessary in propaganda because a reliance on truth or on fiction alone will keep the
message from reaching the intended audience (Ellul, 1965). If the fiction is not supported
by truth, the audience will more easily see through the propaganda, while if the entire
truth was told, there would be no propaganda. The propagandistic text includes both truth
and fiction, and it gives the audience a chance to “reformulate an event, voice it, and
make it real” (Carson, 208, p. 84). Reformulating, voicing, and making real the event or
experience also describes the process of critical reflection needed for experiential
learning.
Fiction and Experiential Adult Learning
Students and practitioners of adult education are familiar with Kolb’s (1984)
model of the cycle of experiential learning, of which reflection and abstract
generalization rely more on emotion than on logic to bring about learning (Kasworm,
Rose, & Ross-Gordon, 2010).

Kolb’s (1984) Learning Cycle
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Boud, Cohen, and Walker’s (1993) accentuation of emotion in their model of the
experiential learning process is one of the steps in experiential learning. This emotion
connecting common beliefs and the experiences of others forms the basis of invisible and
informal experiential adult learning that takes place through film media. Tennant and
Pogson’s (1995) reiteration of earlier experiential learning theories, and their emphasis on
emotion as an important part of passive adult learning strengthens the connection to
fiction as a way of learning. Fictional experiences by characters to whom the audience
can relate make audience identification with their experiences easier, and that promotes
adult learning. Passive adult education through film media happens partly because of the
firm basis that experiential learning has in emotion. The emotion helps the audience to
connect to the characters that are reflecting and generalizing the experience. Film media
is emotionally charged, and emotion is an important part of making connections between
experiences, which is one reason experiential adult learning can take place while the adult
is passively exposed to film media (Bergsteiner & Avery, 2014).
Bergsteiner and Avery’s (2014) twin-cycle model of the experiential learning
process expands Kolb’s (1984) single-cycle model into active and passive possibilities
for adult learning. While the active side of the model still requires a concrete experience,
it includes not only experiences based on doing or hearing, but also states that those
concrete experiences can be reinforced with seeing and hearing. Their second cycle
clearly states that the experience that starts the experiential learning cycle can be abstract
instead of concrete and that the learning is based on what is seen and heard, rather than
by something that happens or is done to the learner. The second cycle opens the
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possibility of adults learning through the experiences of others, rather than having to have
a real-life experience (Bergsteiner & Avery, 2014).

Bergsteiner and Avery’s (2014) Twin-Cycle Model of Experiential Learning
Another reason that experiential adult learning happens during the viewing of film
media is that the media capitalize on stereotypes that are presented using familiar
language and behavior. All adults are in a sociocultural environment that contains
stereotypes. The language and behavior that writers and producers use when describing
the interaction of the characters is familiar because they rely on cultural norms, including
stereotypes, when writing the plot and dialogue. Freire posits that teachers must learn the
students’ language, which means understanding their everyday lives, to be able to
connect with what they need to know (Gadotti, 1994). That is what films, cartoons, and
newsreels did in WWII. It is the truth mixed with the fiction of the film media, as well as
the familiarity with the language and behavior of the stereotypical characters, that permit
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the connections required by experiential learning to be made between previous and
current experiences.
Also important is that experiential learning can take place passively through the
experiences of others, which is another reason film media can affect how and what adults
learn. Films, cartoons, and newsreels produced during WWII showcase the experiences
of the characters, and watching those characters on a regular basis makes their
experiences familiar, especially since the viewers become emotionally attached to the
characters and easily recognize the cultural norms and beliefs that are evident in the
behavior and language of the characters (Bates, 2015). Dewey (1916) claims that to bring
about learning, “experience has to be formulated in order to be communicated. . . [This]
requires getting outside of [the experience to] see it as another would see it, . . . so that it
may be got into such a form that he can appreciate its meaning” (pp. 5-6). Because of the
delivery process of film, the experiences of the characters may be outside of the viewer’s
experience, but viewers still connect with the characters because the experiences of the
characters are based on familiar norms and beliefs. Diverse types of film media bring the
sometimes-unfamiliar experiences of others into the familiar environment, and that
happens using familiar norms and beliefs that infiltrate the language and behavior of
stereotypical characters, through the inclusion of truth in the fiction and through the
reformulation of the characters’ experiences into something that is real for the viewers.
Truth can be as much fiction as it is fact, and it is the perspectives of the writer,
the producer, and the audience that decide what that truth is; thus, the truth that is
necessary for fiction to be believed can be used as propaganda to manipulate the
perspectives of the audience in a way that allows experiential learning to take place
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(Carson, 2008). When viewers are connected to a representation of the truth through
emotion that exposes their unconscious mind, influencing them is easier (Higashi, 1998).
Because film media is deliberately set up as fiction, it is the elements of fiction and the
emotion that fiction induces that enable the audience to make the connections to the
characters that the audience needs for the experiential learning process to take place in
them. The emotion that is created by truth in fiction can be used to manipulate the
perspectives of the audience to create passive experiential learning that takes place (New,
1997).
Propagandistic Devices and Adult Learning
Propaganda by itself is neither good nor bad, neither moral nor immoral; it is how
it is used that determines whether it is good and moral. The word “propaganda” has
different definitions for different people, but the popular definition of the term is the
dissemination of information that is manipulative and wrong, the powerful telling the
non-powerful how to think and what to do, as “the employment of nonlogical or effective
appeals in the public dissemination and modification of ideas and beliefs” (Hoffer, 1942,
p. 445). Propaganda, though, in its purest definition is “all stimuli which involve a change
in attitude in a predetermined way,” the “process for the sowing, germination, and
cultivation of ideas” (Hoffer, 1942, p. 67). Propaganda works because it uses devices that
align with Freire’s principles of adult learning, with the four stages of Kolb’s (1984)
learning cycle, and with Bergsteiner and Avery’s (2014) twin-cycle experiential learning
model. Propagandistic film media must include that awareness in the use of language and
symbolism to bring about the audiences’ learning based on Kolb’s (1984) shared prior
experiences and to help the audiences make meaning out of new interpretations of ideas.
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One device that is used in the formation of propaganda is “name calling” or
“giving an idea a bad label” (Lee & Lee, 1939; Yourman, 1939). This device works
because it uses familiar language to reference memories. Freire says that teachers must
learn the students’ language, which entails understanding their everyday lives, to be able
to connect with what they need to learn (qtd. in Gadotti, 1994). This is what this
propagandistic device is used to do. Stereotypes and common beliefs are rampant in
every society, and they are based on concrete experiences, which correspond to the first
step of Kolb’s (1984) learning cycle. Name calling makes the connection that links the
new concept to previous experience for the adult, so that learning happens more quickly
and more easily, even if it happens to a character on the screen.
Another device of propaganda is the use of “glittering words” (Yourman, 1939;
Lee & Lee, 1939). “Glittering words” are used to evoke emotion in the adult and to make
a link between the abstract concept of the word and prior connections between events and
experiences for which the adult used similar words. This device parallels the second and
third steps in Kolb’s (1984) learning cycle: reflection and abstraction. These steps require
reinterpretation of the previous experience based on the newer one and “involves both
emotion and cognition. [It] involves manipulating and categorizing information in . . .
memory as well as relating between them” (Taylor & Lamareaux, 2008, p. 56). The
“glittering words” device of propaganda uses Freire’s (2003) familiar words that also
assign a value to an agenda and help to make abstract connections for the adult learner.
“Transfer” is the third propaganda device, which evokes “the authority, sanction,
and prestige of something we respect and revere to something [the propagandist] would
have us accept” (Yourman, 1939, p. 152); or it carries authority, sanction, and
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disapproval to cause us to reject and disapprove something” (Lee & Lee, 1939, p. 62).
This is another way propaganda makes the necessary connections for an adult, a person
who has enough prior experience to understand authority, reverence, and disapproval and
to experience the desired reactions to those ideas. “Transfer” also uses Freire’s (1997)
familiar language and experience, as well as the step in Kolb’s (1984) learning cycle that
requires prior experience to connect with the current experience, the reinterpretation of
prior experience based on the newer one that helps the learner to recognize the abstract
relationship between “multiple perspectives” (Taylor & Lamareaux, 2008, p. 56).
The fourth propaganda device, “the testimonial,” presents the new experience or
knowledge from the standpoint of the ultimate power and authority (Yourman, 1939, p.
153). This works because it uses familiar language in relationship to the existing societal
hierarchy to make the connection between prior experience and current learning (Friere,
1997; Gadotti, 1994). It also works with Kolb’s (1984) learning cycle because those who
are not in power are fully aware of the authority figures in society, and they understand
the language that gives the other group power. This links the prior experience with the
current learning event in the language of authority and gives an added dimension to the
connections between the two.
The fifth propaganda device, “plain folks,” is used to make a connection between
the propagandist and the people, to reiterate that the propagandist “and his ideas are good
because they are ‘of the people’” (Lee & Lee, 1939, p. 15). Doing this helps the adult
learner to identify with the propagandist and uses that abstract identification to forge a
concrete connection between past experience in a community and the current learning
experience, giving an emotional depth to the connection that makes it stronger. Kolb’s
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(1984) learning cycle and Freire’s learning theory both require a connection between past
experiences, and Freire’s (1997) desired connection to the community is used to facilitate
the connection of prior experience to a current event to encourage the learner to make
new meanings based on what is familiar.
The sixth propagandistic device is “card stacking” (Yourman, 1939). This device
requires the careful “selection and use of facts or falsehoods, illustrations or distractions,
and logical or illogical statements in order to give the best or the worst possible case”
(Lee & Lee, 1939, p. 15). This is the most commonly known negative device of
propaganda, and it is viewed as completely manipulative (Lee & Lee, 1939). This also
contains basic tenets of adult learning theory; it requires Freire’s (1997) understanding of
the students and their circumstances to bring about a connection to the current event,
which can then be interpreted according to that previous experience. It also uses the first
three steps of Kolb’s (1984) learning cycle, “concrete experience, reflective observation,
[and] abstract conceptualization” (Taylor & Lamoreaux, 2008, p. 53), to filter the
additional information through what is already known, to find the connections between
memory and the new event, and to make decisions based on that connection (Taylor &
Lamoreaux, 2008).
The seventh and final propagandistic device is the band wagon device, a method
the propagandist uses to “convince us that all members of a group to which we belong are
accepting his program” (Lee & Lee, 1939, p.16; Yourman, 1939). This device works with
Kolb’s (1984) learning cycle because it helps the listener construct meaning based on
prior and current experiences that are shared with the community, and that construction
of meaning requires the use of “both emotion and cognition” (Taylor & Lamoreaux,
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2008, p. 56). It also incorporates Freire’s (1997) need for the educator to understand the
learner and to use language that will be easily combined with prior experiences to permit
learning to take place.
The use of propaganda as manipulative education is a contradiction of the
meaning of education, which should not consist of “one person acting upon another,” but
instead should reflect people “working with each other” (Gadotti, 1994, p. 25). Many
propagandistic films, cartoons, and newsreels produced during WWII accentuate the idea
of a community of people working together to achieve the desired change in society.
Freire’s theory of dialogue explains that teaching the illiterate requires a respectful
understanding of the condition of the students, so that the words they are taught can be
used in dialogue to help them deepen their understanding of social oppression and begin
the process of justice in society (Freire, 1998, 2003;). To do otherwise perpetuates the
hierarchy of power and does not serve the purpose of education, which is to empower
people to change society (Freire, 1998, 2003; Gadotti, 1994). The OWI, BMP, and WWII
film media producers understood and respected the circumstances of their audiences and
used a dialogue that consisted of shared ideas to begin the process of experiential learning
through propaganda that would change a society.
Propaganda and Experiential Adult Learning
Propaganda is simply one way that ideas can be spread among a population,
which is also one definition of education, though Hoffer’s (1942) complete definition of
propaganda includes the deliberate presentation of illogical messages to the public to
change attitudes (Hoffer, 1942). Kosar (2005) enlarged the characterization of
propaganda as partially factual embedded messages necessarily coming from an
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authority. Its usage has changed in connotation to be negative, the powerful telling the
non-powerful how to think and what to do (Sproule, 1994). The necessary elements of
propaganda have been established by many researchers (Ellul, 1965; Kosar, 2005;
Sproule, 1994), as have the experiential adult learning cycles and models (Bergsteiner &
Avery, 2014; Boud, Cohen, & Walker, 1993; Kolb, 1984; Tennant & Pogson, 1995).
Emotion, stereotypes and common beliefs, and the experiences of others form the
foundation of experiential and invisible adult learning that takes place through
propaganda in film media.
The process of learning that requires the connection of prior experience to the
current learning experience using a language familiar to the audience can be seen as both
experiential adult education and propaganda. Adult education, which is broadly defined
by Merriam and Brockett (2007) as “activities intentionally designed for the purpose of
bringing about learning among those whose age, social roles, or self-perception define
them as adult” (p. 8), uses much of the same understanding of how adults learn as
propaganda. Friere’s (2003) “concepts of revolutionary dialogue, concientization, and
human liberation” are also the basic tenets of the promulgation of propaganda (Freire,
2003; Marchand, 2010). Kolb’s (1984) learning cycle’s requirements of “concrete
experience, reflective observation, abstract conceptualization, and active
experimentation” require the same brain functions of turning events into experience as
propaganda does (Taylor & Lamoreaux, 2008). Propaganda can be “‘propaganda of
integration’ [which is used by a system] to promote acceptance and support among its
citizens for that system,” or the “type of propaganda designed to incite revolution to
undermine existing regimes [or] the ‘propaganda of agitation’” (Silverstein, 1987, p. 49).
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If propaganda neither good nor bad, what is the difference between propaganda and
education? Because “beliefs, attitudes, and cognitions play a crucial role in the
determination of political opinions and behavior” (Silverstein, 1987, p. 50), there seems
to be little if any difference at all between the two. The only difference is that one is
promulgated by a society’s powerful trying to stay in power, and the other is
disseminated by a society that wishes to take power.
Propagandistic devices use the same techniques of Kolb’s (1984) learning cycles
and Freire’s (1997) theory of adult learning. The educator, in Freire’s theory, is to be the
facilitator, and the education is to be toward social change, wherein the illiterate are to be
taught to rise against the oppressive power structure of society (McLaren & da Silva,
1993). In both theories, people learn through the connection of previous experiences to
current material, and they do so through the use of familiar language and contextually
embedded information (Freire, 1998, 2003; Merriam, Caffarella, & Baumgartner, 2007).
Kolb’s (1984) learning cycle informs the adult educator that when learning takes place,
“the brain ‘looks for’ connections to earlier information” (Taylor & Lamareaux, 2008).
People make sense of experiences, new concepts, and events through their relationship to
memories; if new concepts cannot be linked to memories, learning is difficult (Taylor &
Lamareaux, 2008). Learning, then, is the act of constructing meaning based on previous
experience.
However, learning patterns are individual, rather than collective, though societal,
cultural, and psychological constructions play a part in learning. From the time that they
are young, children are taught the norms and mores of what is appropriate in their
sociocultural and socioeconomic status in society. While children grow into adults, they
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construct theories [memories] as a way of understanding the world around them, and they
revise these theories as they encounter additional information (Kuhn & Pease, 2006).
Adult learning differs from that of children because adults are more independent learners,
have a larger pool of experiences with which to make connections, have established
social roles outside the learning environment, and have an increased self-motivation
which stems from being problem-oriented and internally motivated (Kuhn & Pease, 2006;
Merriam, Caffarella, & Baumgartner, 2007). Freire made a connection between economic
condition, environment, and performance and between power and oppression that has had
a great impact on today’s educational philosophy (Gadotti, 1994). His theory requires the
use of familiar language by the teacher to connect learning experiences to the students’
prior experiences, which also works with Kolb’s (1984) learning cycle, as without
familiar language, the connections between past, present, and future experiences are
impeded. Freire also asserts that we cannot teach language without an awareness of the
oppressive philosophies that are connected to it, and teachers must analyze what is hidden
within expressions and words (Freire, 1998, 2003; Gadotti, 1994). By adulthood, learned
values have been embedded in a sociocultural context, so any teaching contrary to the
values of that context is not very effective. If this is so, why does propaganda work?
Film media is almost always billed as fiction, but it must contain elements of truth
in its fiction. Full-length films, short cartoons, and the newsreels produced during WWII
contained elements of both truth and fiction. The goals of WWII productions aligned with
the goal of the OWI, which was to influence the general population to support the war.
Each production contained propagandist messages. Some of these deliberately embedded
messages were intended to drum up support for women working in factories (which was a
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major departure from society’s norms at the time), to encourage people to pay the raised
taxes without rebellion, to accept portrayals of the glory of war to draw more volunteers
to enlist, and to accept rationing as a necessary method of helping soldiers to be
victorious. The manipulation of truth and fiction in WWII film media resulted in
propaganda that corresponded to the various permutations of Kolb’s (1984) experiential
learning cycle to create experiential adult education.
Propaganda, Film Media, and Experiential Adult Education
Because experiential learning can happen based on the experiences of others, and
film media viewers vicariously work through the sometimes-disorienting dilemma with
the characters in the program, the change in worldview that occurs in the characters can
also happen to the viewer. The immediacy of the action and the conflict bring the viewers
through the conflict and the resolution with the characters. While the characters are
reflecting critically and replacing their previous assumptions with those that are more
precise and comprehensive, which is necessary to come to a fictional resolution, the
viewer is learning from the resolution and identifying with the changes in the characters.
Film, then, is an excellent medium through which experiential adult learning takes
place. The truth that is necessarily part of fiction makes the characters real to the viewers
and makes unfamiliar experiences relatable to familiar experience so that the viewers
form connections between their own past experiences and the experiences that are taking
place on the screen. That connection is a necessary part of experiential learning. The
elements of fiction that must be present in film media cause the viewers to make
emotional connections to the characters, so that the conflict and resolution can affect the
viewers, not just the characters, which is also necessary for experiential learning. In this
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way, experiential adult education is possible through its links to propaganda and the
juxtaposition of truth and fiction.
Invisible Adult Learning
Merriam and Brockett (2007) describe “invisible adult education” as a
community-based, marginalization of adults that takes place outside the boundaries of
any formal or informal educational practice. These marginalized adults are usually undereducated with low levels of literacy, as they “could not avail themselves of publicly
supported educational opportunity when it was first made available to them” (Edelson,
2000, p. 8). Based on the mixture of truth and fiction inherent in film media, the elements
of fiction, and principles of experiential adult education, invisible adult learning could
take place while adults engage in viewing film media entertainment. The film media had
a significant impact on many adults in the United States during WWII (Grabarski, 2013),
which could have been due to invisible adult education.
The main difference between invisible adult education and other forms of
informal and nonformal adult education is that in invisible adult education, those who
learn are unaware of their learning during, as well as after, the process of learning. The
label of unconscious adult learning has the caveat that the learner is aware that the
learning has happened after it is over. If invisible adult learning takes place, it is related
to unconscious adult learning, except that in the first instance the adult learner is unaware
of the learning. Invisible adult education is closest in definition to tacit informal adult
education, but it is distinguished by the fact that tacit adult education, like formal and
informal adult education, takes place in a way that means the learner is aware that he or
she has learned (Evans, Kersh & Kontiainen, 2004; Merriam & Brockett, 1997). In
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unconscious, tacit, and implicit adult learning, the learner may be aware of the learning
while it is taking place, or the learner may not be aware of it until it is over; however, the
characteristic that distinguishes invisible adult education from the rest is that the learner
is not aware that invisible adult learning is taking or has taken place (Evans, Kersh &
Kontiainen, 2004). This brief definition of invisible adult learning, then, can be connected
to the learned biases and negative behaviors that are embedded in film media because the
audience is unaware of the changes in their attitudes and beliefs taking place that are
caused by the process of experiential adult learning. What makes invisible adult learning
possible through WWII film media is that the intent and awareness of the intended
learning is on the part of the ‘educator’ or filmmaker, not the learner.
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CHAPTER III - METHODOLOGY
Introduction
This study employed a qualitative content analysis to examine three full-length
films, three cartoons, and three newsreels produced during WWII by using established
elements of fiction and propaganda. This will be done by analyzing the chosen film
media to determine if propagandistic messages exist. This chapter will provide a
description of the purpose of the study and a detailed explanation of the research
methodology.
Purpose and Research Questions
The purpose of the study was to analyze the chosen film media produced during
WWII with the intention of linking the elements of fiction and devices of propaganda to
each other and then to the experiential learning cycle and to expand the current vague
definition of invisible adult education. The researcher used the continuing iterations of
Kolb’s (1984) experiential learning cycle, as well as the necessary elements of
propaganda and fiction, to examine and analyze the chosen film media produced during
WWII. This learning cycle, as do later additions to the cycle, focuses on how adults learn
through experience and delineates specific steps that adults take to create lasting learning.
Other researchers who have studied Kolb’s learning cycle have added variations that
enhance the learning cycle and made a correlation to elements of fiction and propaganda
possible, which creates a clearer definition of invisible adult education. Based on the
above, the research questions addressed in the study were:
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1. How do the devices of propaganda work with the elements of fiction to influence
adult learning as it occurred in historic WW2 media?
2. In what ways do the tenets of the abstract, passive, secondary learning cycle link
to the devices of propaganda and the elements of fiction regarding adult learning
processes?
3. Could both the devices of propaganda and the elements of fiction, along with the
passive experiential adult learning cycle coalesce to produce forms of invisible
adult education?

Research Design
Data Collection
Content analysis allowed the researcher to examine written or recorded texts to
determine the incidence of ideas and themes and to break down the text using conceptual
analysis, which “can indicate pertinent features . . . such as the intentions [and] biases” of
the authors and producers of the text (Hettiarachchi, 2011, p. 64). This qualitative
research method was used as the primary data collection method. There are two types of
content analysis: conceptual analysis and relational analysis (Budd, 1967). The
conceptual branch of content analysis permitted the researcher to identify incidences and
intentions of propaganda and to designate “attitudinal and behavioral responses” of the
texts’ intended audience (p. 64). Since part of this study’s purpose is to identify instances
of propaganda in the texts of film media created during WWII, a conceptual content
analysis of the chosen texts let the researcher find and define those instances. A second
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type of content analysis, relational analysis, permitted the researcher to make connections
between the identified and defined concepts (Hettiarachchi, 2011).
To identify the instances of propaganda in the chosen texts of film media, the
established elements of propaganda, as well as the necessary elements of fiction and the
truth that is found in fiction, were clearly defined in relation to this study (Ellul, 1965;
“Elements,” 2016; Hoffer, 1942). Because of those definitions, the content analysis
allowed the researcher to link the propaganda found in the WWII film media to the
elements of fiction to show how the emotions cultivated by the media relate to Kolb’s
(1984) learning cycle. The characters who are making sense of the emotional experiences
based on propagandistic devices lead the viewers to do the same.
To understand how instances of propaganda in the chosen film media correspond
to Kolb’s (1984) experiential learning cycle to create invisible adult education, Kolb’s
(1984) original learning cycle, as well as the additions to it made by others must be
clearly understood. His original description of the experiential learning cycle begins with
the foundation of a concrete experience upon which adult learners reflect. The reflection
stage leads to the generalization and conceptualization of an abstract concept, which in
turn causes the adult learner to experiment with that concept. The experimentation results
in another concrete experience, upon which the cycle begins again. The reflection and
generalization of the abstract concept relies on emotionally charged experiences, rather
on logic (Kolb, 1984). Several researchers have expanded Kolb’s (1984) cycle of
experiential learning, and those additions permit a fuller understanding of how learning
from film media is possible.
Data Set
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This study focuses on film media produced during WWII under instructions from
the BMP, a division of the OWI (Congress, 2018; Lesjak, 2013). Because there were
many types of WWII film media and many embedded messages, the film media were
chosen very carefully. Many full-length films, cartoons, and newsreels were watched and
discarded. Those that made the list contain embedded propagandistic messages that
attempt to manipulate attitudes toward the war, the government, the enemy, the raised
taxes, the necessary rationing, women working in factories, and the draft. Few of the final
choices focus on the attempt to manipulate just one attitude; most have a range of
messages addressing more than one attitude the government wanted to change. This study
does not require approval from the Institutional Review Board because no human
subjects are used in the study.
Because the presence of propaganda in film media produced during WWII has
been firmly established (Lesjak, 2013), the basis for the choices made was not whether
propaganda exists in the chosen media. The foundation for the choices was that there are
diverse messages in each one that permit more than one link to be made from the
embedded messages to different elements of propaganda and of fiction, and from there to
the different steps in the experiential learning cycle. Once that was completed, then the
link from experiential adult learning to invisible adult education was made.
Content and Conceptual Analysis
Much planning was done before beginning the study. Because the researcher was
the primary instrument in a historical study, understanding biases and acknowledging
assumptions and preconceived ideas beforehand is necessary (Merriam, 1998; Merriam &
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Tisdell, 2015). Assumptions, biases, and reactions were noted before analysis began and
continued during the research process (O’Leary, 2004).
Positionality Statement
A researcher’s view of the world and the position he or she has within the study
served as the researcher’s positionality. The researcher has a worldview that comes from
the researcher’s assumptions about human nature, ontology, and epistemology that are
based on the researcher’s background and experiences in life. Such things as spirituality,
ethnicity, gender, and privilege form the researcher’s history, and the researcher must
understand how these things form positionality and locate the researcher in relation to the
study. Thus, my analysis of positionality must be an on-going assessment of how my life
history, assumptions, and experiences influenced the ways in which I undertook data
collection, analysis, and interpretation. To stay aware of problems this could cause, I kept
notes on personal reactions and assumptions as they occurred to be sure my biases were
not affecting the themes I found or the links I made among the film media, propagandistic
devices, elements of fiction, and experiential adult learning, and an expanded definition
of invisible adult education.
Before and during the study, I also explored the era in which the film media was
produced to understand the general mindset of society that would make the embedded
messages to change the audiences’ perceptions of the war and of the roles the government
needed them to play in it. Examining the chosen film media holistically allowed a deeper
understanding of the mores and norms of the society in which the films were produced,
which was necessary to identify the potential elements of propaganda and fiction that
influenced the general population to change their attitudes toward WWII.
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As was required for a content analysis, I had to gather relevant texts, organize and
manage the data, take detailed notes on the themes found in the film texts and on where
those themes were found, assess the background of the film texts, and explore the content
of the film texts (O’Leary, 2004). Because it is a qualitative and historical research
method, conceptual analysis, a form of content analysis, must consider the purpose and
the audience for which the texts were generated, as well as who produced it (Budd, 1967;
Carney, 1972). Failure to do so will make future content analyses more difficult, and this
study will not have produced as much knowledge as it should.
Data Analysis
While there are many ways to analyze qualitative data, one thing each approach
has in common is that it helps researchers to analyze and interpret the data they have
collected (Caudle, 2004; Merriam, 1998; Miles, 1985). Because content analysis is used
mainly to “determine the presence of certain words, concepts, themes, phrases,
characters, or sentences within texts or sets of texts,” it is one of the foremost approaches
that allowed the discovery of propagandistic messages and the elements of fiction
contained within film media texts (Busha & Harter, 1980, p. 86). Using conceptual
analysis permitted the identification of themes and elements within a text, while
relational analysis helped to determine the relationship among those themes and
elements, a necessary procedure to establish links among certain aspects of the texts and
the steps in the experiential adult learning cycle. Ary et al. (2010) divided qualitative
research methods into two distinct forms. The first is “Participant observation,” in which
the researcher is a participant in the study. The second is “non-participant observation,”
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where the researcher is not a participant in the study (p. 38). Content analysis should be
used only in the second form.
Before analysis began, the researcher prepared the data. In a qualitative, historical
study, this means deciding how the content will be demarcated and made defensible
(Sparker, 2005). Because the devices used in propaganda and the necessary elements of
fiction are thoroughly defined, I did not have to develop my own definitions of them. I
did, however, become very familiar with the media and the socio-cultural background in
which it was created (Schreier, 2012). I also had to decide what would be transcribed: all
data or literal verbalizations and/or observations of the film media (Elo & Kyngäs, 2008).
Transcribing verbalizations and observations of the media texts that meet the definitions
of propagandistic devices and the elements of fiction was the best choice because not
everything in the film media texts will meet those qualifications. Transcribing only
observations would lead to a biased study, rather than a balanced one and would result in
a study that is not reliable. Also, the absence of the devices of propaganda and elements
of fiction was noted and transcribed.
There are several approaches to content analysis. In conventional content analysis,
groups of themes come straight from the text data. In a directed approach, a theory is
used as direction for early themes. A study that counts and makes comparisons of words
and then makes an interpretation based on the primary setting is a summative content
analysis (Hsiu-Fang & Shannon, 2008). For this study, I chose to use a directed approach,
which means the theory comes first and then comparison of the textual data occurs, and a
summative approach. Because the goal of this study was to determine whether
propagandistic devices and elements of fiction correspond to the stages in the experiential
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learning cycle, the directed approach let themes in the texts be identified, while the
summative analysis left room for comparisons of themes and interpretation based on the
context of the media texts. Both approaches require a detailed analysis of the identified
themes and subthemes (Hsui-Fang & Shannon, 2008).
Step one of a conceptual content analysis is to identify the category into which the
texts under analysis belong and to choose the main themes to be identified in the study
(Busha & Harter, 1980). In this study, the texts are film media produced during WWII in
the United States. The themes to be identified were the established devices upon which
propaganda relies and the elements of fiction within the cartoons, newsreels, and short
films that link to the abstract, secondary, passive experiential learning cycle. The main
audience to which the embedded messages were designed to appeal was the general
population who watched the films and were also old enough to vote, to be drafted or to
volunteer, to pay taxes, and to be aware of the restrictions the war required.
The next step in a conceptual content analysis was to select the sample from
which the data will come (Busha & Harter, 1980). For this study, three full-length films,
three cartoons, and three newsreels were chosen as being representative of the body of
film media produced during WWII. While there were many more films, cartoons, and
newsreels created, for this study a sample was sufficient. The chosen were similar and
representative of the majority and were available. While there may have been other
choices that would have worked, unfortunately some of the WWII film media has been
destroyed over the years. Fires, floods, and careless preservation of the film media have
lost samples to history.
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After the audience, the themes, and the sample were identified, the researcher
needed to identify instances and non-instances of the use of devices of propaganda and
elements of fiction found in the film media (Ary et al., 2010). To do so, an Excel file with
one tab for each propagandistic device and one tab for each major element of fiction was
used. As I watched the full-length films, the cartoons, and the news reels, I entered a note
for each type of theme identified, as well as the exact time in the media that it was found.
At the end of several views of each chosen media text, comparisons were made between
the identified propagandistic devices and elements of fiction to see if there were matches
at the different notes of time. Those that matched were watched again to be certain there
was no error in the timing of the theme findings.
Establishing reliability is an important part of any content analysis (Merriam,
1998). Because devices of propaganda and elements of fiction have been long
established, they are accepted as reliable. Those themes and subthemes identified in the
film media texts and matched to the established propagandistic devices and elements of
fiction were spot-checked by the dissertation chair and a committee member for
authenticity and reliability.
Experiential Learning Cycle and Content Analysis
Kolb (1984) established the experiential learning cycle. Boud, Cohen, & Walker
(1993) pointed out the importance of emotion in that cycle, as emotion plays a large part
in the concrete or abstract experience that begins the cycle and in the secondary, passive
conceptualization of that experience. Tennant and Pogson (1995) reiterated the emotional
aspect of experiential learning and explicitly stated that most adult learning takes place in
emotion-rich environments, such as birth and death, and does not take place in a vacuum.
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Bergsteiner and Avery (2014) added passive and secondary learning styles and stated that
passive learning is possible, so people can learn from the experiences of others, whether
real or fictional.
There are various aspects of personal experience, such as past experiences,
sociocultural environment, and education. that make this type of learning possible. Before
Kolb (1984) developed his complete experiential learning cycle, in 1971 he identified
four learning styles: Diverging (feeling), Assimilating (thinking), Converging (thinking),
and Accommodating (feeling). Both the learning styles and the learning cycle are on two
continua: processing (logic) and perception (emotional). These two continua match the
steps of the experiential learning cycle (Kolb, 1971). The logical part is watching,
thinking, and doing, while the emotional part is watching, feeling, and doing. The
experiential learning cycle comes naturally from these learning styles.
Examination of the identified themes in WWII film media will be based on the
different steps in the learning cycle, rather than on the learning styles. General
conclusions may be drawn about the social environment and educational experiences of
the audience for which the film media was made, but there is no way to understand how
beliefs affected the individual’s learning or how those individuals learned those beliefs.
What is important to note is that emotion has been a necessary part of experiential
learning theory from its beginning.
Trustworthiness
In content analysis, as in other qualitative and historical research methods,
establishing trustworthiness is key. Without trustworthiness, the study cannot be deemed
dependable or credible (Merriam & Tisdell, 2015). Credibility entails ensuring that the
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study is investigating what it is intended to study, and this can be done in several ways.
Without credibility, the study loses trustworthiness (Merriam, 1998; Merriam & Tisdell,
2015).
One of the ways to establish trustworthiness is triangulation, which shows the
study’s findings are corroborated by other types of sources. Much research has been
conducted on the propaganda found in WWII media, including in advertisements, in
newspaper and magazine stories, and in editorials, as well as in the cartoons, newsreels,
and short films of the same era. Because all these types of media have been identified,
triangulation has been established. One goal of the study was to examine WWII film
media to find specific devices in that are used in propaganda and to match those devices
to the elements of fiction that are also found in the same media. The main goal of the
study was to match the devices used in propaganda and the necessary elements of fiction
to the steps of the experiential learning cycle. Since that was done, we have a clearer
understanding of how adults learn without knowing they are learning and without being
aware of the learning that has taken place, which can be clarified to add to the vague
definition of invisible adult learning that is found in the literature.
Trustworthiness is also established when the researcher chooses a research
method and designs the study (Bown, 2009; Merriam & Tisdell, 2015). One of this
study’s research questions specifically addressed the incidence of propaganda and fiction
in WWII film media and asked whether those instances will match the steps of the
experiential learning theory, including Bergsteiner and Avery’s (2014) expansion of the
experiential learning cycle. Their important addition of passive and secondary adult
learning raised the possibility of adults learning from the experiences of others. The other
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question asked whether the passive adult learning could result in invisible adult
education. To answer that question, the current vague mentions of invisible adult
education in the literature must be expanded and separated from other forms of informal
adult education. That definition now stands as the education of adults without their
knowledge that takes place outside the boundaries of any formal or informal educational
practice. A clearer definition depended on passive adult learning that took place through
film media that eliminated other types of adult learning. This also corresponded to the
effects of passive adult learning.
Another important aspect of trustworthiness is reliability, which means that
another researcher could repeat the study and get comparable results (Merriam, 1998). To
ensure dependability in this study, I carefully reported the procedures I followed while
doing the study, as well as the findings of the study. Doing so means that another
researcher can use the same or similar WWII film media to recreate this study. To ensure
reliability, I was detailed about how I set up the study and what I did when matching
propagandistic devices to elements of fiction. I also gave comprehensive details about
how the devices and elements create a link between the embedded messages in the film
media and experiential and invisible adult learning. Doing so will provide other
researchers the ability to recreate or expand this study.
Summary
This study used context analysis, a qualitative method of research that gave the
researcher the opportunity to examine different forms of media and to identify concepts
and relationships from that media. Conceptual analysis permitted the concepts
(propaganda and fiction) to be drawn from the film media, while relational analysis
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allowed the relationships among the two concepts and the experiential learning cycle to
be made.
Experiential learning theory was the theoretical framework of this study and was
used to emphasize the similarities between propaganda and fiction as the basis of passive
experiential learning. That theory will also provide the basis through which the current
definition of invisible adult education could be expanded. The remaining chapters will
thoroughly discuss the relationships among the propagandistic devices, elements of
fiction, and experiential learning theory, as well as connections between experiential
adult learning theory and an expanded definition of invisible adult education.

.
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CHAPTER IV – ANALYSIS AND FINDINGS
This study used a qualitative context analysis to examine three categories of
WWII-era films: cartoons, newsreels, and short films. The purpose of this study was to
expand the current definition of invisible adult education through an analysis of three
types of film media produced during WWII by linking the elements of fiction and of
propaganda to each other and then to the experiential learning cycle. The continuing
iterations of Kolb’s (1984) experiential learning cycle were used, along with the
established elements of propaganda and fiction, to examine and to analyze the chosen
cartoons, newsreels and short films that were produced during World War II. Since Kolb
(1984) established the steps in the experiential learning cycle, other researchers have
added the elements of emotion and passivity that enhance the learning cycle and make
possible a link between established elements of propaganda and fiction. The researcher
discovered links between the elements of propaganda, the elements of fiction and the
steps in Bergsteiner & Avery’s (2014) twin-cycle experiential learning theory. These
links permitted the researcher to identify patterns within and between the data points. In
this chapter, the researcher presents the findings of the study and organizes the data
according to how the necessary elements of propaganda and fiction work with the
essential steps in the twin-cycle experiential learning theory. In doing so, the researcher
presents the ways in which the secondary, passive learning cycle results in invisible adult
learning as it is defined in Chapter I. In Chapter V, the researcher uses the findings to
answer the research questions, to provide implications of the study, and to discuss
recommendations for future research.
51

Table 1 provides the name of each of the chosen cartoons, newsreels, and short
films, the year in which it was released, by whom it was produced and the length of the
sample. All nine film media selections were chosen to reflect most of the cartoons,
newsreels, and short films created during WWII under the approval and censorship of the
OWI. Within the three groups, the media cover 1941 through 1945.
Table 1.
Chosen Film Media
Medium

Name

Year

Producer

Length
in
Minutes

Education for Death

1943

Walt Disney

10:09

Spirit of ‘43

1943

Walt Disney

6:02

Commando Duck

1944

Walt Disney

6:52

America’s Call to Arms

1941

Castle Films

10:13

D-Day

1944

OWI

4:23

America Goes to War

1945

OWI

5:09

Winning Your Wings

1942

War Activities

18:31

Cartoons

Newsreels

Short
Films

Committee
The Rear Gunner

1943

News and Features
Bureau
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25:30

With the Marines at

1944

OWI

19:14

Tarawa
Cartoons
Cartoons, Propaganda, and Experiential Learning
Education for Death: The Making of a Nazi tells the story of Hans throughout his
childhood to show the differences between democracy and Nazism, beginning with his
parents naming him and continuing through childhood illness and his early education.
The Spirit of ’43 is the story of a working man, Donald Duck, who must decide whether
to save his money to pay his taxes or to spend it to have fun in the moment. These two
choices are embodied by a Scottish duck and a duck who turns into Hitler. The decision
is made after Donald realizes that paying taxes will help the war effort, and that it is duty
to pay the taxes. Commando Duck portrays a military man who is given the mission of
parachuting behind enemy lines and traveling downriver to destroy a Japanese air field.
The chosen cartoons have similar characteristics beyond their purpose of
influencing the viewers. They use many of the elements of propaganda, though glittering
words, card stacking, and bandwagon are used the most. Throughout each of the
cartoons, the use of transfer (“using the authority, sanction, and prestige of something we
respect and revere to evoke the required reaction to ideas”), testimonial (“knowledge
provided by the ultimate authority”), and name-calling (“giving an idea a bad name”) are
seen, though there are not many specific instances of any of these elements (Hoffer,
1943, pp.78, 82, 86 ). The elements of transfer and testimonial are used by the narrators
of the cartoons, as they transmit the necessary information in a way that uses the ultimate
authority to induce a reaction in the viewer.
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Name calling, the use of stereotypes and common beliefs to give an idea a bad
name, is used in all three cartoons (Hoffer, 1943). Because experiential learning requires
familiar language to reference previous memories, the familiar stereotypes and common
beliefs are used in each cartoon not only as propagandistic devices, but also to help
viewers make connections between prior beliefs and the new experience. Stereotypes and
common beliefs are based on concrete or abstract experiences, which correspond to the
first step of the twin cycle learning theory. Name calling makes the connection that links
the new concept to previous experience for the adult, so that learning happens more
quickly and more easily, even if it happens to a character on the screen. Using the
familiar concepts of family, mother, and school in Education for Death is an example of
the use of name calling (Disney, 1944, 2:04; 6:02). These concepts were familiar to the
viewers because they were part of daily life and using them to portray Nazi educational
activities gives them a bad name, guiding the responses of the viewers. Giving these
dearly held concepts a bad name shows the viewers the gulf between good and evil,
between us and them, simplifies the war to good versus evil, and provides a series of
experiences designed to lead the audience to and through the crisis, which takes them to
the next step in the experiential learning cycle: conceptualization.
The Spirit of ’43 uses name calling to address the familiar act of paying taxes and
to guide the audience into saving to pay taxes raised as to support the war as a patriotic
act that supports what is good (Disney, 1943). This propagandistic device paints those
who choose to play instead of pay as enemies of the United States, and it uses familiar
language and symbols, such as the swastika and the V for victory to demonstrate to the
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viewers how patriotic paying taxes is and to force them into the reflection step of the
experiential learning cycle (1:55-1:59).
Commando Duck first uses the familiar human feeling of fear as the experience
that sets off the learning cycle, and then uses the ridiculous Japanese snipers portrayed as
those who cannot stay out of each other’s way and who do too much bowing to be able to
shoot (Disney, 1944). This invokes stereotypes about the ways in which that group of
people is perceived as overly polite, and viewers begin the passive experiential learning
cycle that lets Donald lead them through his reaction to the new experience and
internalization of it as the steps in the experiential learning cycle (:35; 2:06).
Glittering words, the element of propaganda that is used to induce emotion in the
adult learner and to link the abstract concept to events and experiences, is used most often
in each cartoon (Hoffer, 1943). This device parallels the reflection and abstract
conceptualization of the twin-cycle learning theory because it turns the passive, abstract
experience into one that can be reinterpreted through the mirror of prior experience. In
Education for Death, young Hans and his classmates are given an object lesson about a
wolf catching and eating a rabbit (Disney, 1944, 6:12). When asked what lesson should
be learned, Hans feels pity for the rabbit and is sent to the corner with a dunce cap. When
one of his classmates gets the right answer, that the lesson to be learned is that “the world
belongs to the strong and to the brutal” and that “the rabbit is a coward and weak,” young
Hans quickly joins in. He now “hates the rabbit” and realizes that there is “no room for
weaklings,” upon which the wall portrait of Hitler smiles at him (6:02 – 7:40).
The Spirit of ’43 shows a metaphorical battle between the United States and the
Nazis using images of an old-west bar fight (Disney, 1943). Some of the glittering words
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are symbols, such as the swastika cut-outs on the bar doors that turn into a large V when
the bad guy is knocked through them (2:03). Other symbols used in this cartoon are
religious and patriotic symbols, such as Uncle Sam, the flag, and the Bible (2:57; 2:17;
5:39).
Commando Duck also uses glittering words to show Donald’s transformation
from a terrified soldier shivering in fear at the beginning of the cartoon to a triumphant
soldier at the end of the cartoon who realizes that his mission, to destroy a Japanese
airfield, was easy rather than something to be feared at the end of the cartoon (Disney,
1944, 0:35; 6:19). Along the way, Donald sees the Japanese soldiers he meets as nothing
to be feared. Their bullets are like mosquito bites, and they are so busy being
stereotypically polite to each other that they miss several opportunities to stop him from
completing his mission (2:07-2:50).
The chosen cartoons have similar characteristics beyond their purpose of
influencing the viewers. They use many of the elements of propaganda, though glittering
words, card stacking, and band wagon are used the most. Throughout each of the
cartoons, the use of transfer (using the authority, sanction, and prestige of something we
respect and revere to evoke the required reaction to ideas), testimonial (knowledge
provided by the ultimate authority), and name-calling (giving an idea a bad name) are
seen, though there are not many specific instances of any of these elements (Hoffer,
1943). The elements of transfer and testimonial are used by the narrator of the cartoon, as
he transmits the necessary information in a way that uses his ultimate authority to induce
a reaction in the viewer.
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Card stacking, the propagandist’s careful choices between facts or falsehoods,
between illogical and logical arguments (Hoffer 1943), is another element of propaganda
that is frequently used in each of the cartoons that encourages viewers to observe the
abstract experience, to reflect on the observed experience, and to engage in
conceptualization (Bergsteiner & Avery, 2013; Hoffer, 1943). The viewer will connect
the new information to what is already known and make new decisions based on that
connection. Education for Death uses card stacking when the narrator informs the viewer
what to think about the actions of the characters. When Hans’ parents go to name their
baby, they must present birth certificates going “all the way back to their grandparents,
proving that they are pure Aryan” (Disney, 1943, 0:38-1:31). Informing the audience in
this way shows the differences between the Nazi requirements and the freedom available
in the United States and is the first experience starting the first iteration of the learning
cycle.
The Spirit of ’43 uses the Scottish Duck to encourage Donald Duck to save
money for income taxes, by saying, “It’s your gold, but it’s your war, too; you must save
for victory” (Disney, 1943, 1:35-2:02). Donald is left wondering whether he should
“spend for the Axis or save for taxes” (2:27-2:35), which is a false dichotomy; there are
actually ways to spend that will help support the war effort. that gives the viewer a false
understanding of the situation. While Donald is considering his options, he is met by
another duck with a Hitler moustache, whom Donald promptly punches in the face
(2:40). The Spirit of ’43 ends with a symbolic battle between the United States and the
Axis. The United States has beautiful white planes with stars in a lovely summer sky,
while the Axis has black planes with sharks’ teeth, black crosses, and swastikas on them;
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the axis planes explode as soon as United States’ planes fire on them (Disney, 1943,
3:49-4:12). The simplistic illustration of the black and white nature of the war provides
an easy link for the viewers to make decisions based on the link between current and
prior experience.
Card stacking in Commando Duck can be seen in Donald’s only equiment left
after he does not land correctly: the tiny emergency boat that turns into a duck-sized
rubber boat when he blows it up, as well as his interaction with the Japanese snipers and
soldiers who simultaneously bow to each other and miss all their shots at Donald
(Disney, 1944, 1:45; 2:06-2:23). Each example shows how carefully chosen facts and
falsehoods are used to change familiar conceptions about family and education, good and
evil depicted in Education for Death, Hitler Duck and Scottish Duck linked to black and
white planes in The Spirit of ‘43, juxtaposed against bowing Japanese soldiers compared
to dutiful Donald in Commando Duck.
Another essential element of propaganda in these cartoons is the use of the
bandwagon device to convince viewers that “all members of a group are accepting the
[propagandists’ program]” (Hoffer, 1943, p. 68). Education for Death uses the
bandwagon device combined with name calling, so that the pictured group is portrayed as
negative, while the positive group includes everyone else. As the German version of
Sleeping Beauty ends, the viewer sees Hans in the school room, heiling with the rest of
his classmates (Disney, 1943, 4:11). After Hans recovers from his childhood illness and
returns to school, there is no image of Hans alone, except when he is in the corner with
the dunce cap, and even then, he is in the presence of his classmates and being educated
on how to be a good Nazi (5:16 – 7:50). The Germans are pictured as destructive Nazis
58

who twist education to their own purposes, while the narrator is the head of the
condemnatory group, and the absence of parental disapproval and the smiling of Hitler’s
portrait implies that the rest of the Nazi society is accepting the program without
opposition.
The Spirit of ’43 exhibits this device in its use of the phrase “it’s your war,” as
well as in its repeated phrase Axis versus taxes (Disney, 1943,1:57, 2:27-2:35). There are
two sides with only one portrayed as the right side, but with all members of each group
accepting the program. Commando Duck’s use of the bandwagon device comes when
Donald is given his orders by his commanding officer (Disney, 1944. 1:00). Donald and
the officer have on uniforms of the United States military, which implies that the United
States government, the citizens of the country, and the rest of the military have accepted
the program.
The last element of propaganda found in the chosen cartoons is plain folks, which
is used to make a connection between the propagandist and the people to show that ideas
are good because the propagandist is just another member of the group (Hoffer, 1943).
The narrator in Education for Death uses common behaviors and objects to establish
himself as just another one of the people (Disney, 1943). Plain folks in the United States
were marrying and having children, and their children often got sick. The mother and
father of Hans engaged in everyday activities: naming a child, caring for him when he is
sick, and sending him to school for an education. Hans and his classmates salute their
Fuhrer, just as everyday schoolchildren in the United States salute the flag of the United
States.

59

In The Spirit of ’43, Donald looks forward to payday, just as regular people do,
and he does not want to pay higher taxes any more than other folks do (Disney, 1943,
1:14-1:22). In the end, though, he does his duty for his country because that is the right
thing to do. As the cartoon ends, the narrator informs the viewers that “taxes will bury the
Axis” (4.14), which serves to remind them that there is something ordinary folks can do
to help with the war effort and to overcome the “evil destroyer of freedom and peace
(4:53).
Commando Duck uses common attitudes and behaviors to establish Donald as a
representation of a larger group (Disney, 1944). The cartoon begins with a terrified
Donald shaking in his boots at the thought of his mission, as the viewers would if they
were asked to take out a Japanese airfield without assistance (0:35). The familiarity of the
humor inherent in cartoons, such as when Donald escapes the crocodiles by holding their
mouths open with his pack, also serves to strengthen the connection between
propagandist and common folk (1:45). The terror of Donald before beginning his
mission, his inauspicious landing, the tiny boat in a can, and the bubble of water that kept
getting bigger until it flooded the airfield made unfamiliar ideas seem less frightening to
everyday folks (0:35; 1:45; 6:12).
Cartoons, Fiction, and Experiential Learning
Just as the chosen cartoons contained elements of propaganda that act to
influence, they also have the necessary components of fiction and the emotion that fiction
evokes to make the story accessible to the viewer. The emotion is used to help the
viewers make connections to the story that are required for the experiential learning
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cycle. The connections not only yield a series of new experiences, but also lead the
viewers through the steps of the experiential learning cycle.
Fictional characters that are real and relatable are crucial because viewers need
someone with whom to connect and someone to support or to oppose. The characters in
Education for Death meet these requirements (Disney, 1943). When Hans’ parents are
ready to name their newborn, as so many new parents do without fear, the looming figure
of a Nazi official casts a sour note during a normally happy occasion (1:12-1:41). Hans’
mother is also someone viewers can relate to when Hans is sick. Other mothers feel
connected to her because they have had sick children, thus it is a bigger shock to the
viewers when she and her son are threatened because of what may be a simple childhood
illness (2:04). The threat also gives the viewers something to oppose: a cruel and
uncaring official in the Nazi party (4.26).
The characters in The Spirit of ’43 are familiar because of previous cartoons,
though they are caricatures and symbols of reality (Disney, 1943). Donald’s accosters are
diametrically opposed. One is his desire to spend money and have a good time, while the
other is the voice of his conscience telling him that he needs to save his money to pay
taxes (1:55; 1:59). In this cartoon, there is a direct link for viewers between the story and
common experience. Spending is more fun than saving to pay taxes, but as viewers are
told, they must “save for victory” (1:50-1:55).
Commando Duck’s main character exhibits common human traits, such as fear,
courage, and the fight to survive in time of war (Disney, 1944, 0:35; 1:13; 5:5). He
shakes with fear at the mission he is assigned, but he musters his courage and jumps from
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the airplane anyway (0:35; 1:13). These characters have different experiences; however,
each of the experiences that the characters have begins a passive learning cycle.
The setting is important in any story, and it is even more important when the story
is propagandistic. The setting of the story gives the time and location, and it is necessary
that it be familiar to the viewers because it determines the background and mood of the
story. In each of the cartoons, the setting relies on familiar language and actions to
introduce the viewers to the world in which the characters live and the problems they
face. Education for Death has a narrator who sets the scene (Disney, 1943). He points out
the similarities and differences between the German family and American families who
engage in the same actions, such as naming a baby, nursing a child through an illness,
and sending the child off to school (0:54; 4:44; 5:15). Doing so causes the viewer to react
to the experiences that German family has and to engage in the learning cycle to make
sense of the familiar actions in an unfamiliar context. Without reconciliation of the
juxtaposition of commonplace actions and the unexpected opposite of those actions, the
story would have neither as big an emotional impact nor give the audience the drive to
understand and make sense of the foreign interpretation of the events.
The setting of The Spirit of ’43 is established using the narrator, stereotypes, and
music (Disney, 1943). The third person omniscient narrator helps to set the scene, and it
is his voice that guides the viewers and their opinions of the possible choices that Donald
faces. Without him, the viewers would not know the thoughts and feelings of the main
character and would not take the experiential learning journey with him. The
stereotypical main character, the worker who just got paid and who has spending on his
mind, while his two personalities argue between spending and saving, were familiar to
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other workers and remain contemporary (1:55; 1:59). The setting, then, provides the
framework within which the experience happens, and the main character visibly engages
in reflection, abstract conceptualization, and the readiness to experiment with the new
knowledge.
Commando Duck’s setting is established by Donald, and it includes the fear that
viewers would feel when they imagine the orders being given to them, the imaginary trip
down the river through the jungle, and the triumphant ending (Disney, 1944, 0:35; 2:065:50; 6:19). Along the way, the viewers have the new experience with Donald and go
through the reflection and abstract conceptualization with him.
The crisis and the conflict are the elements of fiction that carry the story to its
resolution. Without them, the story loses its ability to carry the viewers into and through
the events that begin the learning cycle and through the steps of the learning cycle as the
characters do. In each of the three cartoons, the crisis is WWII, which is familiar to the
viewers of the cartoons, and in conjunction with the conflicts, drives the viewers through
the conflict and crises and to the resolution. The specific conflicts in the cartoons differ,
but each of the main conflicts is between man and his own nature and/or between
political systems. Education for Death: The Making of a Nazi has several conflicts of
both types (Disney, 1943). The main conflict is between democracy and the Nazi party.
Hans’ parents cannot freely choose their baby’s name, and then must get the name
approved by the state and have the family birth certificates reviewed (2:04). In the
democracy in which the viewers lived, freedom of choice was part of the freedom their
ancestors fought so hard to win. The substitution of Mein Kampf for the Bible and the
cross that turns into the swastika are symbols of the dichotomy that exists between the
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two political systems (8:44-8:48). The school lesson about the wolf eating the rabbit
presented the conflict within young Hans (3:41-6:15). His first reaction to the lesson was
sympathy for the rabbit, weak like Hans had been while sick (6:22). That reaction quickly
changed in response not only to the teacher’s anger, but also to the displeasure of the wall
portraits of the prominent leaders of the Nazi party (6:25-6:39).
The Spirit of ’43 exhibits the same conflicts, though they are presented differently
(Disney, 1943, 1:25-1:55). The main conflict in this cartoon is exemplified by Donald
exhibiting “two separate personalities,” one that wants to save, and the one that wants to
spend (0:42). Throughout the cartoon, the two personalities Donald fight, one side bent
on spending money on payday and the other determined to save it and use it responsibly
(1:55; 1:59). That conflict is a microcosm of the larger conflict those in the United States
had during WWII. At the time this cartoon was released, the government had just raised
taxes to support the war effort (Lesjack, 2013). Does the everyday worker spend money
to have fun or does he save to pay taxes to support the country’s involvement in the war?
That was the struggle many Americans had during this time in WWII.
In much the same way, Commando Duck presents a struggle within the character
of Donald, while his struggle represents the conflicts the larger group has between fear
and duty (Disney, 1944, 0:35-1:00). People in the United States had much to fear, but
they could not use that fear to avoid their duty. People had to pay taxes to supply the
money for all the military tools that were needed. According to The Spirit of ‘43, saving
responsibly to pay taxes will win the war over the Axis (Disney, 1941:52-2:56). The
crises and conflicts in the each of the cartoons are resolved in favor of democracy and the
United States every time. The main characters in The Spirit of ’43 and in Commando
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Duck resolve to do their duty despite temptations to do otherwise (2:40; 1:00). The
conflicts presented by the cartoons are a simplification of the larger conflicts inherent in
the crisis of the war, and the generalization, along with the relatable characters easily
make it possible for the viewers to follow the characters through the steps of the
experiential learning cycle.
The resolution of the story is as important as the setting, the conflict, and the
crises because that is when the smaller conflicts and larger crises are concluded. It is
equivalent to the last step in the learning cycle, which is planning or trying out what has
been learned before starting the cycle again. The resolution of Education for Death is the
graveyard filled with Nazis (Disney, 1943, 9:33). The portrayal of the Nazi way of
education end in death, which causes the viewers to react in relief that the opposing side
was as wrong as it felt and in hope that the war will end eventually, leaving them with the
familiar realities of family, home, and education rather than the unfamiliar and
uncomfortable realities of wartime.
The Spirit of ’43 resolves with a determination to pay the taxes to support the war
effort. Hitler Duck is defeated by Donald’s decision to do his part to keep the war
machine running (Disney, 1943; :4:22). The resolution in Commando Duck happens
when Donald realizes how easily he emerged victorious from his mission (Disney, 1944).
He avoided the man-eating crocodiles and Japanese snipers and wiped out the entire air
base single-handedly (6:12). This resolution of the story leaves the viewers with the idea
that the Axis will be easy to defeat, since their soldiers are so ineffectual. These
resolutions at the end of the guided journeys through the steps of the experiential learning
cycle have brought the viewers to the last step of planning how to use the new
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information. They now have integrated new experiences with prior knowledge and are
ready to begin the cycle again. Because the cycle has been experienced in tandem with
emotional fictional characters, the learning is passive, and because the viewers learned
vicariously through the characters, it is secondary; nevertheless, learning has happened.
The Experiential Learning Cycle, Propaganda, and Fiction
The three chosen cartoons work as secondary experiential learning because of the
way the elements of propaganda and the fundamentals of fiction work together to
produce stories that not only can be easily followed by the viewers and keep their
attention, but also attempt to change their ideas about the society in which they live. The
beginning of the twin-cycle experiential learning theory requires a concrete or an abstract
experience, followed by the steps of reflection, abstract conceptualization, and adaptation
for the future (Bates, 2015). Propaganda and fiction use the same elements, though with
different names and purposes, to provide the setting, characters, crises and conflicts, and
resolution that are necessary for the adult learner to passively learn from secondary
emotional experiences. Education for Death, The Spirit of ’43, and Commando Duck
each have the required abstract experience to begin the learning cycle. The steps of
experience, reflection, conceptualization, and adaptation for the future are based on those
of others to result in a completed learning cycle, which can then begin again.
The elements of fiction work with the essentials of propaganda to produce passive
adult learning. The propagandistic devices of transfer and testimonial correspond with the
narrator’s purpose in a story. All three devices exhibit the ultimate authority to accept or
reject the knowledge and experience that begins the experiential learning cycle. The
propagandistic devices of glittering words and card stacking are used as the foundation of
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the setting of the story, along with the emotional power that familiar symbols of prior
knowledge brings to the setting. These devices, along with the plain folks device, are also
used to create characters that are familiar and relatable to the viewers, making the passive
experiential learning cycle a path that the viewers can follow easily.
The crisis, conflicts, and resolution of each story depend on all the above devices,
and include the bandwagon device, with the added force of belonging to a group of
people who accept the program. In combination, the fundamentals of propaganda and
essentials of fiction draw the viewers into the story and into the experiential learning
cycle that begins with the setting and ends with the resolution. Invisible adult learning
combines an invisible, marginalized population that is targeted, just as the propagandist
views the general population, and a propagandistic story is not included in formal,
informal, or non-formal learning. Because the required elements of both propaganda and
fiction work together to lead viewers through a passive, secondary experiential learning
cycle, it is plausible that invisible adult learning is taking place at the same time.
Newsreels
Newsreels, Propaganda, and Experiential Learning
Newsreels are a different film medium than cartoons; however, in the context of
WWII, they played much the same role. They were an attempt to influence the way
people think and use many of the same devices of propaganda. Because the OWI was
ostensibly created to disseminate information about the war to the people of the United
States, the newsreels are inherently propagandistic (Grabarski, 2013). The newsreels in
the study were chosen because they are representative of the medium created to influence
the minds of people during WWII.
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America’s Call to Arms shows the preparations that America was making to
produce materials and to recruit men for the war effort (Films, 1941). It contains images
of training recruits and testing materials for WWII. Remarkable scenes demonstrate the
results of the preparations, such as tanks mowing down everything in their paths and
military training exercises. D-Day depicts the day that the United States Marines stormed
the beaches of Normandy (United, 1944). Air and sea support are portrayed, along with
images of bravery. The newsreel shows the triumph of the Marines over the enemy, along
with scenes of prisoners and casualties. It concludes with troops coming to relieve those
who spearheaded the battle. America Goes to War focuses on the magnitude of the battles
won in WWII (Films, 1945). There are images of the victories of United States troops
and the losses of the enemy that are shown to promote the glory of the war.
America’s Call to Arms was filmed and released in 1941, right after the United
States entered WWII in response to the bombing of Pearl Harbor (Films, 1941). The
newsreel uses the propagandistic devices of transfer and testimonial to establish authority
and to determine what the viewers should accept or reject. This newsreel begins with
images of factories wherein men are building “armaments of war that the battle world
must have if democracy is to survive” (0:35-0:47). The authority lent to the images
through transfer and testimonial leaves no room for any other position. It implies that if
the country remains neutral, democracy will be replaced by something too awful to name,
which would be unacceptable. The authority lent by the propaganda devices of transfer
and testimonial are one way in which the new experience is presented to the audience.
The idea of no democracy was one that was different, and that begins the process of the
experiential learning cycle. Throughout the newsreel, this idea is repeated with the use of
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phrases, such as “defend democracy” (1:36), “vital for Uncle Sam” (4:37), and “keeping
our men safe” (6:35), all of which encourage involvement in the war. D-Day uses transfer
and testimonial to show the bravery of American soldiers and to imply glory on the
battlefield (News, 1944, 2:25). These devices also emphasize the idea that the soldiers
who are “willingly heading into danger” are “ready to fight” (3:02; 3:17; 3:22). The
concepts of bravery and willingness, along with the pictures that show no hesitation
among the troops, are meant to inspire pride and a willingness to defend the country that
every citizen should have. Thus the narrator establishes the problem the country faces,
that of the need for equipment that is needed for the brave men who are willing to fight
for their country.
The use of these propagandistic devices in D-Day not only establishes the new
experience, but also leads the viewers through reflection and abstract conceptualization to
the government’s intended result: the acceptance of the need for troops and equipment for
battles to win the war. In much the same way, the narrator of America Goes to War
establishes the problem of the needing more equipment and supplies to continue the
“battle Americans must win” (News, 1944, 1:59). He leads the viewers through the
experiential learning cycle by emphasizing how well the war is going for America and its
allies by describing and showing the viewers what looks to be an overwhelming number
of planes, large guns, and success in battling the enemy (0:57; 2:32; 2:53). This helps the
viewers to reflect on, to conceptualize, and to connect the problem to existing knowledge,
so that they have planned their response and are ready to begin the experiential; learning
cycle again.
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Name calling, which uses familiar words and symbols to identify an experience as
familiar and to help the viewer make a judgement about a new experience, is used in all
three newsreels (Hoffer, 1943). Name calling is necessary in propaganda because without
its use, the audience is less likely to agree with the presented judgement about the new
experience, and more likely to make their own decisions. This judgement about an
experience to manipulate the experiential learning cycle. America’s Call to Arms uses
familiar symbols, such as the Liberty Bell democracy, and Uncle Sam to link past and
current experience and to present the enemy as a faceless mass to be feared (Films, 1941,
0:14; 0:37; 4:37). At the beginning of the newsreel, the Liberty Bell clangs (0:14) and the
narrator announces to the viewers that “America [is] prepared … all America [has]
altered the pattern of life” to protect freedom and democracy” (0:21 - 0:37). That
America is building “the world’s arsenal” leads the viewers to believe that the United
States military is all that stands between liberty and democracy and those who wish to
wipe the right to freedom from the earth (0:56). This name calling device leads the reader
into the experiential learning cycle with the mindset desired by the propagandist. D-Day
uses name calling devices to show how well the United States is doing in the war and to
lead the viewers toward the belief that war is glorious, full of chances to “strike back on
the battlefield,” and men who are happy and smiling about doing their duty (News, 1944,
2:35). This sets the tone for the rest of the newsreel, which continues to show glorious
sights on the battlefield. America Goes to War uses similar name calling devices to send
the viewers on the experiential learning cycle (Films, 1945). This newsreel uses
derogatory phrases, such as “Jap” and “Nip” to describe the enemy (2:10; :2:44), in
contrast with phrases, such as “intrepid” (0:33), “American soil” (1:35), and “new
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glories” (2:32). Doing so shows the great divide between good and evil, between right
and wrong, leaving the viewers with the idea that the United States soldiers are working
toward the side of good. These ideas, based on an abstract, secondary experience,
correspond to the first step of the passive experiential learning cycle and allow the
propagandist to link past and present experiences for the viewers that start them on the
cycle of experiential learning in the right frame of mind to accept the new experience as
right.
Newsreels, like cartoons, rely heavily on glittering words to induce emotion in the
viewers and to link prior and current experience for the viewers. This element of
propaganda corresponds to the reflection and conceptualization steps in the twin-cycle
learning theory as it changes the passive, abstract experience into one that viewers can
use to reflect on and to begin to reconceptualize by considering previous experience and
knowledge. America’s Call to Arms uses glittering words in the form of symbols and
phrases, which highlights the propaganda and makes the new experience more accessible
to the audience (Films, 1941). The beginning of the newsreel shows men in factories,
working to “meet the demands for perfection” to keep the military safe and to supply
them with needed equipment that must be built “if democracy is to survive” (0:27-0:37).
The idea of “mechanical genius” joining with “the muscle of millions of men” to for “the
ways of freedom” should inspire viewers to contribute their help for the war effort (0:41 0:44). The images of a “crowd watching ships” sail and “men marching to sign up” are
meant to evoke a sense of pride and patriotism from the viewers (1:00; 1:25). Having the
narrator tell viewers that they are “heroes all” and “a civilian army, should stir their
patriotic feelings and lead to a higher level of involvement with the war effort (1:29;
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1:46). It may even help viewers see the need for the war and induce them to abandon
their positions of neutrality. D-Day uses similar words and images to keep the war effort
going (News, 1944). The newsreel opens with images of men in uniform marching, tanks
rolling, a plane taking off, and a ship plowing through the ocean, all of which remind
viewers that there are still men overseas fighting for freedom (0:07 - 0:25). The newsreel
ends with similar inspiring clips of tanks dodging explosions, men firing from foxholes
and running through enemy fire, but there are no images of death (3:22-4:01).
Throughout the newsreel, the narrator tells the viewers that there are “huge
numbers” of men “heading to the same place” who are “ready to fight” and participate in
“a great battle” for “freedom,” which will go down in history (1:30; 2:35; 3:22; 3:53;
3:56). The narrator’s words are accompanied by images of explosions, all of which are
heading toward the enemy positions, while the United States military is unaffected and
continues to advance. America Goes to War includes images of smiling military men
waiting for their chance to go to battle (Films, 1945, 0:08). Throughout the newsreel, the
narrator proclaims that “free men” are “intrepid, brave, and effective” while “guarding
freedom” and democracy (0:15; 0:33; 0:57; 1:45). The use of these terms, along with the
images of brave, unafraid military men should keep the war effort moving, even though
the war is almost over. The uses of glittering words in all three newsreels are familiar to
United States citizens, so the initial, secondary experience in America’s Call to Arms that
begins the experiential learning cycle is carried through in D-Day and America Goes to
War, which along with America’s Call to Arms continues the learning cycle through the
passive reflection and conceptualization steps of the learning cycle and on to the planning
step, in which the viewers ask, “What would I do?”
72

Card stacking is used throughout the newsreels. This device uses the careful
manipulation of fact and falsehood to influence the viewers in a way that leads them
through the experiential learning cycle in the direction they are meant to follow (Hoffer,
1943). America’s Call to Arms informs the viewers that “no problem will find [the
military] wanting” (Films, 1941, 1:56). While this may contain fact, it also contains
falsehoods. Because the United States had just entered the war, their military could
neither have encountered nor trained for every possible problem. Further along in the
newsreel, the United States military scores direct hits on the enemy, while the enemy’s
hits completely miss the targets (2:30 - 2:45). This is an obvious use of fact versus
falsehood, which gives the viewers the impression that the United States military is
invincible and will quickly win the war.
D-Day uses the same manipulation of reality in images and words that show and
tell the viewers that even through the deadly “explosions,” the military is “heading to the
same place” and “willingly” heading into “danger” (News, 1944, 2:25; 2:35; 3: 15 3:2;
3:17). While this may be true of the military, people are, by nature, afraid of danger and
explosions, so the newsreel shows only selective footage and interprets it in in the ways
the propagandist wishes. As in America’s Call to Arms, nothing in the newsreel shows
any of the American military men getting killed or hurt (Films, 1941). Leaving out the
deaths among the American troops was a falsehood, as history shows that over 20,000
troops were killed, hurt, or missing (Stewart, 2015). However, showing the high numbers
of dead, wounded, and missing would not have inspired Americans to continue to
volunteer or to willingly send family members off to war.
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America Goes to War shows the same manipulation of fact and falsehood. In this
newsreel, the soldiers are smiling, battles are won, and enemies are captured, all while
there are no American casualties (Films, 1945, 0:08 - 3:03). This is unrealistic, as in
WWII there were losses on both sides of the conflict (Museum, 2018). Showing a factual
account of the battles, though, would not lead viewers through the experiential learning
cycle in the way the government wanted them to go. All three newsreels show how the
passive, secondary learning cycle can be guided by the illustration of a manipulated
reality.
The bandwagon device is used to show that all members of a group accept the
program as presented, and this device of propaganda works with the experiential learning
cycle to help viewers construct meaning of the new experience based on previous
experiences within the community, which requires not only the use of cognition, but also
that of emotion (Hoffer, 1943). America’s Call to Arms uses this device to show that “all
America” is training in “actual simulated combat” to “win for freedom” (Films, 1941,
0:25; 0:44; 1:25). There is also a “civilian army” whose efforts are the “mechanized
might” that keeps the military going (0:41; 1:46). This demonstrates to the viewers that
the rest of the larger community has accepted the program, and that they should do so as
well. It also portrays the new experience in a positive light, and the images and phrases
used in the bandwagon device give the viewers a way to connect the new secondary
experience with past experience as a way to begin the passive learning cycle.
D-Day continues the passive learning cycle by showing happy, determined
soldiers who have been sent by selfless communities to bravely work together to take the
Normandy beach and to drive back the enemy (News, 1944, 1:20). The images of the
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large explosions in the water and on the beach are meant to show the excellent cover and
support the air and sea forces provide to the infantry storming the beach (1:58 – 2:25).
Again, this newsreel shows large groups of people participating in the presented program,
by using words such as “great,” huge,” and “scores,” but no images of smaller numbers
or the use of singular terms at all (1:47; 1:30; 1:47). None of the soldiers die or are hurt,
none of the explosions occurs anywhere near the military, and only the enemy takes any
hits (3:17-3:35). Using the falsehood of having no damage done to the United States
military and showing the factual vast numbers of people involved in the attack convinces
the viewers that all members of the group have accepted the program, and this idea sends
viewers through the reflection and conceptualization steps of the passive learning cycle
and finishes with the planning or experimenting step.
America Goes to War again relies on words and images of many troops marching
into battle to “save the home and ideas of free men from [the enemy’s] domination
(Films, 1945, 0:13 - 0:17). The use of ‘infested” to mention the numbers of the enemies’
subs tells the viewers that the fighting men have “ever-increasing numbers,” who are
“fighting on 6 continents all over the globe” and shows how many men are marching all
over those continents (0:13; 0:21; 0:25). Doing so moves viewers smoothly through the
passive learning cycle that has been designed to manipulate their conclusions about the
war. Without these images and words, the viewers would probably not accept the
program or be influenced to follow the passive learning cycle steps through which they
have been led.
The plain folks device, a completely manipulative propagandistic element, is used
to help forge a connection with viewer’s past experience in a community and the new
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experience. If the ultimate authority of transfer and testimonial is combined with being
one of the people, the newsreel will have a greater influence on viewers and more easily
guide them through the manipulated experience and the passive learning cycle.
America’s Call to Arms uses common symbols of democracy and fellow men to
lead the viewers inside a manipulated version of the “great defense program” under
consideration (Films, 1941, 1:47). It continues with the millions of men sent into
“conditions [they have] met and mastered,” so “no condition could arise that will find
[the men] wanting” (1:52; 1:56). They sacrifice because they are needed to “keep the air
free” of attackers on their home soil (6:07). This careful selection of words and images
connects the viewers to the presentation of the necessary program.
D-Day uses fewer instances of the band wagon component than the previous
newsreel, but the instances that are present are effective (News, 1944). The images of
masses of fighting men, who “press forward firmly” to “contact the French people, who
greet the fighting men with great hospitality and joy, are effective in convincing viewers
the presented ideas are good and that not only the narrator and the fighting men, but also
people just like viewers are accepting the program (1:09; 1:14).
The beginning of America Goes to War uses images of multitudes of “brave
men,” intrepid airmen,” marching through mud and jumping into planes with smiles to
show viewers how many members of the community accepted the program and are
working together to form other groups of like-minded citizens (Films, 1945:0 27; :033;
0:38; 0:57;). These images reiterate the message of the propagandist, that the ideas are
right and correct because they are “of the people” (Hoffer, 1943, p. 447). Once that
concept has been established, the rest of the newsreel can be accepted, and the audience
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can move forward through the reflection and conceptualization steps of the learning cycle
to the experimental stage, which causes the viewers to be ready to apply the knowledge to
the next new experience.
Newsreels, Fiction, and Experiential Learning
Just as the newsreels use the basic devices of propaganda, so also do they use the
elements of fiction to establish the newsreels as a story to entertain the viewers, to make
the viewers more susceptible to the desired outcome, and to simplify the conflicts within
the story, so that viewers can more easily relate. The narrator is important in fiction
because his language, tone of voice, and point-of-view carry viewers into the initial
secondary experience and through the passive learning cycle (Bates, 2015). All three
newsreels have a third person omniscient narrator, which adds authority to his telling of
the story and gives viewers a clear understanding of how they can be useful in the crisis,
WWII, whether at home or in the overseas theater. As each newsreel story unfolds, the
narrator is there to explain what each group of people are doing, so that it seems the
mysteries of war are exposed to viewers. While newsreels may not appear to contain a
story, they necessarily must be presented as stories that use the elements of fiction to
keep the reader to keep the attention of viewers and to make connections between current
and prior experiences easier for viewers.
Fictional characters must be real and familiar to the viewers, so the viewers
effortlessly connect to or reject them (Hoffer, 1943). Even in a newsreel, care is taken to
present the characters as natural, though in the newsreels, they are chosen from
acceptable material as described below because the government does not wish to show
the dirty side of war that would drive viewers further from the messages presented in the
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newsreels (Higashi, 1998). America’s Call to Arms presents characters who portray the
determined and courageous nature necessary for victory on the battlefield (Films, 1941).
Whether the men are in Ireland, China, or another country, they are moving quickly and,
in most cases, smiling at the camera for the viewers. Energetic, determined, cheerful men
are portrayed in all the chosen scenes in the newsreel. America’s Call to War has
characters that are rough, tough, brave, and fearless, working and training together,
whether they are in factories or in battle settings (News, 1944, 0:41; 1:29). This gives the
viewers confidence that their loved ones are off on a great adventure and are safe from
harm. D-Day likewise presents its characters as familiar and relatable to the viewers
(News, 1944). These characters are similarly brave and fearless, working together and
running toward danger (3:15 - 3:20). The newsreel shows a battle in which the characters
fight as a team to ensure the enemy is vanquished and that their fellows are not hurt
(2:00-3:56). The characters shown in America Goes to War are still fighting for the same
symbols shown throughout all the newsreels: liberty, democracy, and the home front
(Films, 1945). The commanders join their men to “strike effective blows at the invading
Japs” (0:50-:056). In India, “cheerful, yet determined men are welcomed by strangers in a
strange land” (1:15). These men continue to determinedly fight to drive the enemy “from
American shores” striking blows at the enemy, while remaining safe themselves (2:23 4:15). Viewers would identify with the characters in each newsreel because their own
loved ones are members of the civilian or military army of men fighting for closely-held
American ideals of democracy and freedom. Identification with the characters gives the
people on the home front someone to care about and carries the viewers through the
reflection and conceptualization steps of the passive experiential learning cycle.
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The setting of the newsreel story is the third crucial element to the connections
viewers make to the story and for the steps in secondary, passive learning cycle to
continue without difficulty. The setting in America’s Call to Arms establishes the location
and mood of the news story, and it is so powerful that it almost seems like another
character (Films, 1941). It is a narrow setting, as the newsreel shows how well the
production of wartime equipment and training of the men worked. While the location
changes, the theme remains the same: America is ready for whatever the enemy may do.
Most of the newsreel is set in the scene of possible locations, with the American fighting
men dodging every enemy attack to show their readiness (2:30; 2:43; 3:00). The viewers
see short clips of tanks rolling through water, through trees and barns, and “anything in
their paths” (2:05 - 3:08), providing viewers with familiar scenes that they may see at
home, minus the tanks and other war equipment. This helps the viewers to identify with
the new experience and to passively follow the narrator through the beginning of the
secondary learning cycle.
D-Day’s setting is narrow, as it is set close to and on the beaches of Normandy,
which soldiers and Marines stormed in June 1944 (United, 1944). There is a familiar
wartime environment in which air and naval artillery cover the infantry on the beach,
keeping American men from harm while devastating the enemy (1:07; 2:25; 3:17). This
setting would reassure viewers that their loved ones are safe because of the members of
the community with which they fight.
America Goes to War has a broad setting, following United States’ fighting men
to each of the continents on which they are fighting (Films, 1945). The fighting
environment is again presented as casual and safe, with the explosions missing America’s
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fighting men, but hitting the enemy, the “Japs,” as the narrator refers to the enemy (1:20;
2:53; 3:03). These settings are non-threatening to the viewers because they feature
characters with familiar mannerisms and do not involve any harm to the American
military. This lets viewers share with and go through the reflection and abstract
conceptualization with the men they are viewing. The safety of the portrayed
environment is another fictional invention, as fighting men in war are not safe, and the
American military had great losses (Beever, 2009; 3:03).
In each of these newsreels, the crisis and conflict are the same. There are no
personal conflicts, as were presented in the cartoons, but rather the overall crisis and
conflict, WWII. Each newsreel portrays men who know what is at stake and have already
gone through personal conflicts; all that is left is the major crisis. America’s Call to Arms
shows men reacting to the crisis at hand. (Films, 1941) They are working in factories to
turn out the military equipment needed by those in the military for battle (:41). Others are
training in preparation for entering the conflict (1:29). These men have already resolved
any conflict they may have had with themselves in relation to WWII and are giving their
all for the country and those at home.
In D-Day, the men have gone through training and are using what they have
learned to “help the Allies fight back” against the incursions of the enemy (News, 1944,
0:44). There is no hesitation in their attacks or in their drive forward onto the beaches of
Normandy; there are only men who have made peace with the conflicts within
themselves and are determined to do their duty (4:15). The characters portrayed in
America Goes to War present the determination that can only come when personal
conflicts have been resolved (Films, 1945). Whether these fighting men had conflicts
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involving beliefs, religion, or the environment of war, they battle relentlessly on land and
at sea to defend their homeland (1:2 - 3:42). The crisis becomes familiar to the viewers in
the chosen newsreels, and just as with the cartoons, the resolution of the crisis pushes the
viewers through reflection and abstract conceptualization and on to the experimenting
and planning stage of the passive, secondary learning cycle.
The resolution of the stories in the newsreels takes the audience through the
remaining step in the experiential cycle. Each of the newsreels resolves the crises with a
great show of victorious American military men who have made it through battles safely.
America’s Call to Arms concludes with images of the Liberty Bell, “Uncle Sam’s” men
marching in uniform, the White House, and the Statue of Liberty (Films, 1941, 9:11 9:31), all of which implied victory to the audience and left them with a determination to
fight as hard as possible to achieve that victory. D-Day ends with images of Eisenhower,
who smiles as he stands with other officers “in unity” (News, 1944, 9:53 – 10:19). There
are no funerals, no wounded in sight, and no people who are upset in any way. America
Goes to War closes with the message that “history has been made,” though there were
“appalling losses” (Films, 1945, 4:50; 5:07). The resolutions to the chosen newsreels take
the viewers through the final experimenting stage of the experiential learning cycle, and
they do so without the viewers ever having a concrete experience.
Newsreels, Propaganda, and Fiction as a Passive Experiential Learning Cycle
The three chosen newsreels work as fiction because each one contains the
necessary elements to act as a fictional account, though they are all compiled of clips,
rather than being filmed as uninterrupted footage of the actual crises. Because the
newsreels act as fictional stories, the propaganda becomes more powerful. Taking new
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experiences viewed secondhand and couching them in fictional familiar settings
encourages viewers to passively go through the steps of the experiential learning cycle as
directed by the narrator and increases the likelihood of viewers accepting the
propagandistic program. Propaganda and fiction are effective because they use parallel
elements to outline the program and make it accessible and acceptable to the viewers, as
well as to ensure the audience follows the manipulated fact and falsehood that leads them
through the secondary, passive experiential learning cycle. All three of the chosen
newsreels possess an abstract experience with which the viewers begin the learning cycle.
The propagandistic and fictional newsreels act as invisible adult learning because the
general population is not visible to the propagandist and going through the secondary
experiential learning cycle is done passively, resulting in a populace that is unaware of
learning through the stories.
Short Films
Short Films, Propaganda, and Experiential Learning
Short films are another medium suited for delivering a propagandistic message to
the intended audience. Like cartoons, they are formulated as stories, and like newsreels,
they contain clips of real experiences had by others that guide the secondary, passive
experiential learning cycle. Because the chosen short films, like most productions in the
United States did during WWII, went through production based on the handbook
distributed by the BMP and were edited by various agencies, including the OWI, the
stories in these have been shaped by the producers and government agencies (Grabarski,
2013; Lesjak, 2013). They contain only what the government agencies approved, so they
contain as much fiction as fact (Crafton, 1999; Stewart, 2015).
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Winning Your Wings depicts the recruitment efforts of the Army Air Force
(Forces, 1942). The main character, an airman, narrates the film, answering questions
from students about requirements for entering the training program, which he then
explains. The film ends with newly-trained, joyful pilots going off into the sky to do their
part in WWII. The Rear Gunner is the story of a young man who was selected to become
an aerial gunner (Forces, 1943). Viewers watch his training and practice, as he advances
through the program to become a brave member of the aerial team. With the Marines at
Tarawa is the firsthand account of an officer who participated in the attack on the
Japanese-held supply base (Information, 1944). He narrates the battle, so that the action is
clear to the viewers. The short film concludes with a United States victory.
All three chosen short films exhibit the propagandistic elements of transfer and
testimonial, and like the cartoons and news reels, the two devices depend on the narrator
to give the voice of the ultimate authority and to tell the viewers what can be trusted.
Winning Your Wings has a character with authority who interacts with the characters
because he is one of them, though he is an officer (Forces, 1942, 1:55). He begins by
extolling the Army Air Force and goes on to answer questions about the recruitment
posters to show that he is the authority in that situation, although he answers the
questions in a way that manipulates the truth, causing the audience to accept his words as
truth (3:41). The audience hears that “the greatest mass mobilization in the history of the
world is taking place” one that consists of people of all classes, all locations, and all
relationships (2:35; 2:38-2:51). The war that is being fought is a “war of the air,” which is
why factories are producing many diverse types of planes (3:02). He lists the needs of the
Army Air Force in terms of “15,000 captains, 40,000 lieutenants, or 35, 000 flying
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sergeants” and gives their high salaries as though everyone who is interested will be
accepted, make it through training, and come out of school a captain, lieutenant, or flying
sergeant (3:32; 5:49-5:56). He answers questions with authority and the assurance that
any reservation that any potential recruit has will be just fine with the Army Air Force
(4:02 - 5:05). Toward the end, transfer and testimonial are used to list again the numbers
of planes and men that are needed in the Army Air Force because we will need them to
“lick the Axis,” a term used to mean vanquish the enemy (15:23).
The Rear Gunner (which incidentally is one of Reagan’s films) also uses transfer
and testimonial to introduce the beginning scenes of the film and the main character
whose experiences will begin and continue the passive experiential learning cycle. This
causes viewers to accept his version of the experience as truth (Forces, 1943, 0:45).
While the characters speak and interact with each other, the voice of authority guides the
story and the viewers through the experiential learning cycle, telling the potential rear
gunner that he will “start from the bottom” to stand on “the brink of a new world” as
“part of the all-American team” (1:50; 4:28; 25:50). The viewer learns that there are
members of the crew who are as important as the pilot, and maybe more important, since
the rear gunner is the one who reports enemy planes attempting to sneak up from the rear
of the plane (20:10; 24:03). He is also the one who shoots enemy planes down when they
are too close to be hit by any other member of the crew (18:51 - 19:48).
With the Marines at Tarawa uses transfer and testimonial to display authority and
to induce the audience to accept the presented version of the story from the viewpoint of
someone who experienced the events firsthand (United, 1944). The story tells viewers of
sealed orders, that “it won’t be long until we know where we are bound,” and not only
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that many of the troops on the ship will die, but also the high casualty rate as the troops
draw near to the shore, though “that doesn’t stop” the troops from continuing the mission
(1:21; 5:15). As he draws the viewer into the story and through the new experience, his
words also encourage the audience to continue the learning cycle passively.
Glittering words are used throughout all three short films, with the phrases that
invite the viewers to become part of the team that is “playing the game” for Uncle Sam.
Each film uses words and images to induce emotion in the viewers that helps them to
make connections between earlier experiences and the ones they are experiencing as they
watch the films. Winning Your Wings uses marital music to “convey the spirit” of the
secondary experiences (Forces, 1942, 0:49). The words and images, such as “pull
together to play the game” and be “part of the biggest all-American team” encourage the
audience to be part of the action vicariously (5:05). Describing the military action as a
place to make loved ones “proud and happy” and their fellow Army Air Force members
as “lasting friends and teammates” is a powerful call to viewers, especially when none of
those Army Air Force experiences ends in injury or death (6:46; 7:40).
The Rear Gunner uses the same sense of camaraderie to describe the new
experience as “precious remembrances” that are stories “worth telling” (Forces, 1943,
1:05 - 1:16). The film also uses phrases that extol the rear gunners, such as “keen-eyed
marksman” who experience “golden moments” and “vistas of victory,” and as
“administrators of life and death” (17:40; 18:06; 18:15; 24:59). These phrases pull the
viewers past the new experience and into the reflection and conceptualization steps of the
experiential cycle because the audience feels as though they are in the plane with the rear
gunner and follows the story with the voice of the ultimate authority.
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With the Marines at Tarawa uses military and dramatic music and the “planes that
cover the sky” to inspire positivity and acceptance for the Marines (United, 1944, 0:53;
0:55; 3:34), along with the negative terminology “Japs” and “Nips” to refer to the enemy,
encouraging the audience to reject them (1:33; 11:28). The narrator tells viewers that the
“team [is] working together like clockwork” to get to the beach” with “all the firepower
we have to blast [the enemy]” (3:29; 3:41; 5:29; 8:09). When the battle is over, and the
Marines have emerged victorious, the cleanup begins. The “few prisoners are searched,”
and the “rest of the atoll’s defending force is dead—none escaped” (15:20; 15:39). The
emotions evoked by the glittering words bring the viewers to make connections between
current and prior experiences, which sends them on to the reflection and abstract
conceptualization parts of the secondary, passive learning cycle.
Card stacking is used frequently in all three short films to manipulate the viewers
by using fact and falsehood. It allows the viewers to observe the abstract, secondary
experiences, to passively reflect on the observed experience, and to engage in abstract
conceptualization. Card stacking helps viewers to connect current and prior experiences
and to complete the experiential learning cycle. Winning Your Wings shows only the
glorious parts of the experiences in and out of battle (Forces, 1942). Nobody fails out of
flight school, but they all go on “great adventures” with “lots of others” on “important
missions” that show “overwhelming superiority” (7:05; 7:25; 10:40; 16:06). These
concepts that are repeated throughout the short film show viewers only one side of war;
neither the sweaty, dirty, challenging times nor are the injuries and deaths are shown.
This twists the truth and falsely informs the audience that war is splendid and should be
celebrated.
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The Rear Gunner presents a similar fictionalized version of the truth, when it
presents images of potential rear gunners training and casually discusses “back home”
and how the main character is a success on his first mission (Forces, 1943, 5:40; 16:11).
The main character “takes to the air” on his first mission to “join the valiant flyers” as a
newly graduated gunner who got his first taste of combat under fire” (16:27; 18:48;
19:07). The “keen-eyed marksman” shot down a plane, “annihilating” “the enemy [who]
can’t hit anything” (18:52 - 24:02). On his next mission “of strategic importance,”
protected by “the finest, all-steel armor plate in the world,” he “shot down on enemy
plane,” but the only damages he sustains are a crack in the armor plate and damage to one
engine (20:10; 21:42; 21:54). The audience sees only the bloodless sight of enemy planes
exploding, while the Army Air Force escapes virtually unscathed (19:59).
Most of the uses of card stacking in With the Marines at Tarawa are images,
rather than words (United, 1944). While the Marines use “all the firepower they have to
blast them out” and “take it slow and easy” to get the snipers out, there are casualties,
though very few are seen, and those bodies that are in view are anonymous (8:09; 8:36).
Though the viewers see funerals at sea for the wounded who died, there are very few of
them, and they are also unidentified (14:37). There are few images in this short film that
show negative aspects of this battle in WWII, which is certainly a falsehood. The careful
selection of factual and false information manipulates viewers’ impression of the war.
With the Marines at Tarawa, just as the other two short films, guides the viewer through
the experiential learning cycle with the ideas the propagandist presents.
Each of the short films includes propagandistic elements of band wagon and plain
folks, but in each film, the devices are similar enough that they will be discussed at the
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same time. Winning Your Wings begins with a pilot casually answering questions the
other characters have (Forces, 1942). One young man “has about a year of college left,
and [he] would like to get that diploma” before entering the Army Air Force (4:13), and
the pilot reassures him that “the Air Forces want you to” graduate (4:17). Another
potential recruit did not “have a chance for too much education”; however, that is no
impediment to joining the Army Air Force, as “formal education is no longer the measure
for intelligence in the Army Air Force” (5:27; 5:34). Images of many people swarming to
one of “many reception centers” are shown because “everyone is joining” the “skies
filled with the greatest armada the world has ever known” (2:52; 7:35; 15:11).
The Rear Gunner also has a voice of ultimate authority that explains that men are
coming “from every corner of America” to work together in “America’s vast striking air
force” that will “join the valiant fighters over there” (Forces, 1943, 4:18; 18:48; 18:54).
The band wagon device merges with the necessary plain folks element to convince the
viewers that the ideas in the short film are good because all the members of the group
have accepted the program.
With the Marines at Tarawa has very few examples of either device (United,
1944). Most of the individual faces that are seen in the chapel, says the voice of authority,
“were killed the following morning” (2:24; 2:41). The faceless combat troops, who march
onto the boat and storm the beach give the impression that the group is composed of
people from all over the United States who approve of the program that is being carried
out (0:43; 4:31). Those who lie dead at the end of the battle are also anonymous, and the
only individual faces seen after that are of survivors (14:28;17:07). These images and
phrases act together as both band wagon and plain folks devices of propaganda, and they
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help viewers to accept the secondary experience, to reflect on it, and to reconceptualize
what it means when it is connected to their individual prior experiences.
Short Films, Fiction, and Experiential Learning
The chosen short films necessarily contain elements of fiction because they are
edited versions of the truth presented as stories. Fiction is a powerful tool in the
experiential learning cycle because it permits viewers to safely and passively view
experiences, reflect on them, and reconceptualize them when connected with prior
experience. The narrator is crucial in the story because he tells the viewers what they
need to know, when they need to know it, and how to think about the presented
knowledge. He has authority because he is a third person omniscient narrator; therefore
he sees and knows all that transpires. The events in Winning Your Wings are presented by
the narrator, who is also a character in the story (Forces, 1942). He interacts with the
viewers and with the other characters as if he were an old friend, and he is the one to
answer questions with “Well, why not? The Air Forces want you to get your diploma”
(4:17). The narrator walks the viewers through the “physical examination,” which is “not
gonna be so tough” because an “average guy [who is] normally healthy [will] make the
grade all right” and the leave-taking of the new cadet, whose family is so proud and
happy that his father’s “suspenders are about to bust” (6:38; 6:50). In doing so, the
narrator acts as an interpreter of the secondary experience and guides viewers into the
experiential learning cycle.
The Rear Gunner also has a third person omniscient narrator with the authority of
transfer and testimonial who begins the film by telling the viewers the arrival of “the
command car” is a “very important moment” that is “happening more and more” (Forces,
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1943, 0:45 - 0:50). Instead of telling viewers why the command car has arrived, he begins
the story of “a young man” who wants to “get close to one of them flying fortresses”
(1:05; 1:36). From there, he explains that the new recruit “may not feel very important,
but the gunnery schools are on the lookout for young men who are “short on height, but
long on ambition,” since the space required is so small (1:58). Off he goes with the rest of
his company, “embryo marksmen of the sky, marching toward gunnery school,” who are
“aviation’s mightiest little men” (4:07; 4:14). The men come from “every corner of
America” to gunnery school, and they are “on the brink of a new world” (4:18; 4:28). The
narrator has, in the few moments of the beginning of the film, drawn the audience into the
story and into the new experience of the secondary learning cycle.
With the Marines at Tarawa is presented by a narrator who was part of the new
experience being introduced, and that makes him more effective because the audience
knows that he had the concrete experience that is passed on to them as a secondary event
to be reflected upon and reconceptualized (United, 1944). The “sealed orders” imply
importance, and he informs the viewers that it “won’t be long now, until [they] know
where [they] are bound” (1:21). As they make the long trip to the Tarawa atoll, the
narrator tells the viewers that they are making “more machine gun ammunition,”
“check[ing] and test fir[ing] all weapons,” and “exercis[ing] to help relieve the tension”
(1:44-2:02). As the men approach the beach, the narrator tells viewers that “for three days
before they [moved]” in for the attack, “over four million rounds of explosives have been
dropped on the island,” giving viewers an idea of the difficulty of the mission (4:02). In
doing so, the narrator outlines the new experience that is unfolding and prepares the
audience to take the next steps into the passive learning cycle. Without the narrators in
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the short films, viewers would have to make sense of the events themselves, which would
delay the learning cycle.
Characters are important to fiction because it is through their actions, reactions,
and experiences that viewers begin to reflect upon and reconceptualize the secondary,
observed events. Winning Your Wings has a dynamic, developing main character who
explains the needs and requirements of the Army Air Force and the allowances that will
be made for recruits (Forces, 1942). He mentions that “education no longer matters,” but
that every individual will be given the same opportunity for success (5:30). This main
character describes the benefits that come with joining the Army Air Force, including
high salaries and meeting “pretty girls” (8:54). He explains that during the first two
weeks, the cadets will “undergo a physical examination” that they do not have to worry
about as long as they are healthy and tells them what a wonderful experience it is to meet
the flying instructor and fly into the wild, blue yonder, as the song says (6:39; 8:40). This
main character eases the viewers through the new experience and gently guides them into
the steps of the experiential learning cycle.
The main character in The Rear Gunner is a down-home boy who learned to shoot
by practicing on “black killers,” i.e. crows (Forces, 1943, 2:20). He and his fellow
gunnery school classmates are eager to learn how to shoot the “caliber 50’s” and to be
“knights of fire” and “administrators of life and death” (24:59). He works with the
narrator to lead the audience past the initial experience and into the reflection and
conceptualization steps in the learning cycle through comments on the success achieved
by the man who was named “the most unlikely to succeed” (14:03).
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Unlike the other two short films, With the Marines at Tarawa has characters in
the form of a nameless, faceless mass of marines who go without hesitation into danger,
who shoot, kill, and capture the enemy (United, 1944). Even the few bodies we see in
several locations do not show their faces (10:05; 13:14; 14:31). It is only after victory is
achieved that we see individuals who survived taking care of the prisoners and who are
welcoming their relief team (13:55). Without the narrator, viewers would be left to make
their own way through the minefield of the story. Fortunately he is there to give the
viewers a first-hand account of the events. If the main characters in two of the films and
the narrators in all three films did not engage the audience, the viewers would have
difficulty connecting the new experience to old experiences to begin and to continue the
experiential learning cycle.
The settings of each of these films establish the location and the tone and mood of
each. Winning Your Wings changes settings according to what the story is telling the
viewers (Forces, 1942). Starting at an airstrip with the narrator greeting the audience, the
setting moves to college and high school campuses, where the narrator answers questions
about the Army Air Force (1:55; 2:52). Viewers are introduced to the “greatest mass
mobilization in the history of the world” as a “war of the air” that will continue “until we
win” (2:35; 3:08). With a casual tone and mood, the film shows interactions between
characters and a clear explanation of what flight school would mean and how it would
work, which draws the audience into the process of becoming an airman and into the
experiential learning cycle.
The Rear Gunner is set at an anonymous Army Air Base that is dusty and almost
clear of vegetation (Forces, 1943). The mood is casual, yet serious. Before the main
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character is chosen for gunnery school, he displays his prowess by hitting every clay
pigeon that is pulled (3:30). He goes off to training with other potential gunners, learning
the mathematics behind the mechanics of shooting, to that they will “aim well and shoot
straight” (5:25). This character, who is calm and determined, leads the viewers with him
as he has the new experience that starts the learning cycle and into the reflection and
reconceptualization stages.
With the Marines at Tarawa is set with marines boarding the ships (United,
1944). The narrator tells the viewers that he was present for the experience and leads
them through the events as they happened. The mood is grim on the sunny day, as the
audience is informed that that “over half” of the men in the chapel service “will be killed
the following morning” (2:52). The images and description of the fight for the atoll are
vivid, as the viewers watch the men “get a toehold on the beach” but get “pinned down”
by “Jap fire” (6:09). The men “take it slow and easy” while rooting out the snipers (8:09;
8:36). Without the images and symbols in the films, along with the all-knowing narrators
and the relatable characters, the new experiences would not be as accessible to viewers,
so the secondary experiential learning cycle would not begin or run smoothly.
Crises and several conflicts are seen in the short films. The major crisis is WWII,
which causes conflicts in characters. Winning Your Wings shows characters who are
conflicted about “earning [a] diploma before joining,” about their “grades being not what
they should be,” and about not finishing high school (Forces, 1942, 4:07; 4:42). The main
character provides an excellent explanation of what will happen if one the characters or
one of the viewers decides to join. He carefully goes through the intake and training
process, and he extols the glory of the Army Air Force at every possible moment.
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The characters in The Rear Gunner have few conflicts, except for a few worries
during the training, which are promptly addressed for the viewers by the omniscient
narrator (Forces, 1943). The main character in the story portrays no conflicts when it is
time for his first mission. The only real conflict the main character has is shown in his
face right before he jumps out of cover and runs toward the plane to shoot down the
enemy fighter who was trying to destroy the plane.
With the Marines at Tarawa shows the men’s response to a crisis, but there is not
enough interaction with the men to see if they are conflicted before they storm the enemy
stronghold (United, 1944). There is no conflict when we finally see individual faces of
the characters who are restraining and searching the prisoners who survived the mission.
Because there is a comprehensive crisis that the characters are reacting to, the
experiential learning cycle can continue without personal conflicts. The overarching
crisis of WWII and the characters’ reactions to it are the impetus that drives each story
and the passive experiential learning cycle to a resolution.
The resolution of a story is the end of conflict and crisis, and though the viewers
know that the main crisis is not over, the secondary, passive experiential learning cycle
can move to its last step, planning or experimenting with the new knowledge before
beginning the learning cycle again. Winning Your Wings resolves when the newly
recruited pilot candidates fly their own planes into the sky in answer to the call for help
(Forces, 1942). The film ends with a description of how terrible the enemy is and how the
duty of the pilots is to fly for the safety of home and family, to keep “the terrible war of
destruction from our own shores” (16:54; 17:17). This gives the characters and the
audience a reason to overcome the conflict and to keep going with their overall mission:
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winning WWII. The resolution of the story in this short film provides viewers a passive
way to the last step in the secondary learning cycle, so they have internalized the new
experience and are ready to begin the cycle again.
The Rear Gunner’s story concludes as it began, with the command car, only now
the viewers understand through secondary experience why it is there (Forces, 1943). The
officer who is “honored to spend this memorable day with” the main character is “as
proud of [him] as the crew members lives [he] saved” awards the medal to the heroic
main character, and this summarizes the idea that Army Air Force gunners are crucial to
the war effort and to the victory that will be attained, providing not only a resolution to
the story, but also guiding the viewers to the planning/experimental step in the
experiential learning cycle (24:14).
With the Marines at Tarawa concludes with the end of the battle for the atoll and
images of the “Marine dead” (United, 1944, 14:32). While there are casualties, the
resolution of the story focuses also on those still living who tend to the prisoners while
they wait for relief from their duty. Just as the viewers’ learning cycle has concluded and
is ready to start again, so also is the story of the survivors who will rest briefly before
returning to duty.
Short Films, Propaganda, and Fiction as a Passive Learning Cycle
These films are composed of both propaganda and fiction, and much of the
footage is fact blended with falsehood manipulated to guide the viewers passively
through the experiential learning cycle in the direction the propagandist wishes them to
follow. This works because fiction provides a safe space in which viewers can passively
experience, reflect on, reconceptualize, and experiment with the new knowledge without
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experiencing the event themselves. Each of the devices of propaganda and the elements
of fiction work to carry the audience with the characters through the secondary, passive
learning cycle, as well as acting as an example of invisible adult education.
Summary of the Findings
A qualitative content analysis was used to gather and organize the data, to take
notes on where patterns were found in the data, and to assess the background and content
of the data (O’Leary, 2004). A conceptual analysis was used to consider the audience and
the purpose for which the texts were produced (Budd, 1967; Carney, 1972). Because the
study was a directed content analysis, the theoretical foundation of the study, Bergsteiner
& Avery’s (2013) twin-cycle experiential learning theory, was used to make connections
between established elements of propaganda and fiction and data from the chosen WWII
cartoons, newsreels, and short films and to demonstrate how the connections can be
matched with the steps in the secondary, passive learning cycle. The first person
omniscient narrator embodies the propagandistic elements of transfer and testimonial,
and in combination, they exhibit authority and give the viewers a chance to accept or to
reject the presented program. The narrator, with the added authority of transfer and
testimonial, begins the secondary, passive learning cycle, which is set to lead the viewers
toward conclusions the propagandist has in mind.
Name calling provides the familiar language necessary in both propaganda and
fiction that encourages the audience to make the connection between their prior and
current experiences that will send them on to the next step in the secondary, passive
learning experience. The propagandistic device of glittering words adds emotion to the
learning cycle and not only helps viewers connect to the more closely to the experience,
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but also helps to create the setting, to flesh out the characters, and to lead to the crisis and
conflicts inherent in any story. In doing so, the element of glittering words device turns
the passive, abstract experience of the viewers into one that can be reflected upon and
reconceptualized through the mirror of prior experience. Card stacking, which uses fact
or falsehood to encourage the viewers to observe, to reflect on, and to reconceptualize the
abstract experience, helps to connect the new experience to prior experience. Because the
fictional setting and characters are real to the audience who is making new decisions
based on that connection, card stacking makes the abstract, secondary experience
accessible to the audience and allows them to follow the characters though reflection and
abstract conceptualization and to be ready to complete the secondary, passive experiential
learning cycle.
The bandwagon device, used to convince the audience that each member of the
group accepts the program, encourages viewers to accept the propagandists’
interpretation, to connect prior and current experiences, and to make sense of the new
experience based on previous experiences within their own community. In fiction, the
bandwagon device parallels the characters’ path through the conflicts, helping the
audience prepare for the resolution of the story. Through the band wagon device, viewers
have passively gone through the reflection and reconceptualization steps of the secondary
experiential learning cycle. The element of plain folks connects the viewers to the
characters and setting, and that connection is made stronger when the audience can be
thoroughly convinced that the message is good. Using familiar phrases and symbols to
show viewers that the propagandist’s message is positive, not only because it is accepted
by the larger group, but also because it is accepted by common people, permits the
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audience to passively live through the experiences and conflicts of the characters and to
arrive at the resolution, which is the last step in the learning cycle: planning and
experimenting with the new knowledge, before beginning the next learning cycle (See
Figure A3).

Figure A3: Concept Map
The researcher believes these findings provide evidence that both propaganda and
fiction have the necessary components for viewers to secondarily experience a new
situation and to passively experience the experiential learning cycle. However, this study
was intended to answer specific research questions. Chapter V organizes and further
analyzes findings from the aforementioned patterns to answer the study’s three research
questions.
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CHAPTER V – DISCUSSION
The purpose of this study was to examine WWII cartoons, newsreels, and short films
to determine whether the devices of propaganda and the elements of fiction would work
together to produce a secondary, passive learning cycle and whether invisible adult
education could take place take place as a result. The study’s connections among
propaganda, fiction, and secondary, passive experiential learning were discussed in
Chapter IV and were then linked to invisible adult education. Using a conceptual content
analysis permitted the researcher to find and define the instances of propaganda, fiction,
and experiential adult learning, while relational content analysis allowed the researcher to
identify the connections between the identified and defined concepts. The relational
content analysis also highlighted connections related to the research questions:
1. How do the devices of propaganda work with the elements of fiction to influence
adult learning as it occurred in historic WW2 media?
2. In what ways do the tenets of the abstract, passive, secondary learning cycle link
to the devices of propaganda and the elements of fiction regarding adult learning
processes?
3. Could both the devices of propaganda and the elements of fiction, along with the
passive experiential adult learning cycle coalesce to produce forms of invisible
adult education?
In this chapter, the researcher uses the defined elements of propaganda and fiction and
their connections to the twin-cycle experiential learning model to answer the study’s
research questions and to discuss implications and areas of future research.
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Research Question 1
How do the devices of propaganda work with the elements of fiction to influence adult
learning as it occurred in historic WW2 media?
The devices of propaganda overlapped with the elements of fiction. The
propagandistic device of transfer gave the omniscient narrator added authority to present
an event in such a way that the audience will accept or reject the propagandist’s program
and to set the narrator up as the ultimate authority on the subject being portrayed (Bates,
2015). The narrators in the chosen film media were excellent examples of this
intersection.
The authoritative, omniscient narrator in Education for Death used the familiar
words and ideas of family, home, and education not only to cause the audience to reject
his presentation of these concepts, so the audience also rejected the Nazi party, but also to
create the setting and develop the characters in the story, so that viewers relied on his
interpretation of the unfolding experience, rather than on their own understanding. This
had the effect of carrying viewers through the secondary, passive experiential learning
cycle (Disney, 1943).
Winning Your Wings had an omniscient narrator who, with the added authority of
transfer, outlined the conflict for the audience and, with the ultimate authority of
testimonial, led the viewers through the beginning of the story and into the beginning of
the experiential learning cycle (Forces, 1942; Lee & Lee, 1939; Yourman, 1939). He
answered people’s questions, explained the various processes through which the new
cadets must go, and joined the cadets when they were ready for their first flying
experience. In doing so, his guidance resulted in invisible adult education.
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With the Marines at Tarawa had an omniscient narrator who explained the events
shown (United, 1944). Viewers accept his authority to speak for the Marines. The
ultimate authority given him by testimonial was used to introduce the audience to the new
experience and to guide them into the beginning of the secondary, passive experiential
learning cycle, which resulted in invisible adult education (Taylor & Lamareaux, 2008).
The glittering words device evokes an emotional connection in the viewers and
assigns value to an agenda because the symbols, images, and language used in glittering
words are also used to draw the audience into and through the story, which corresponds
to the role of characters in fiction (Lee & Lee, 1939; Yourman, 1939). Without the
familiar symbols and language used by glittering words, it would be difficult for viewers
to form the necessary connections to the story, so they could go through the secondary,
passive experiential learning cycle with the characters (Lee & Lee, 1939; Taylor &
Lamareaux, 2008; Yourman, 1939). Each of the cartoons used glittering words to make
the setting, the characters, and the experience familiar to the audience. Familiar symbols,
such as the flag, the Liberty Bell, the Bible, and Uncle Sam created the crises and
conflicts that were simplified to right versus wrong and good as opposed to evil in the
story, which was strengthened by the narrator’s authority (Lee & Lee, 1939; Yourman,
1939).
The Spirit of ’43 had numerous examples of glittering words. During the fight
between democracy and Nazism, the swastika on the doors turned into the V for victory
when the doors were broken. When the Scottish duck was knocked out, he broke the
brick wall, and behind the bricks flew the United States flag. All these symbols made the
story familiar to the audience and the propagandistic message less visible, which pulled
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viewers through the experiential learning cycle with the main character (Lee & Lee,
1939; Taylor & Lamareaux, 2008; Yourman, 1939). The resolution of the story would not
be possible without the familiar symbols and phrases that help to create a setting and
characters with experiences and conflicts that are familiar to the audience (Bates, 1015).
If the conflicts experienced by the characters were bolstered with familiar symbols and
images, the audience followed the characters through the story and the secondary, passive
learning cycle and into the final experimental and planning stage, just as the characters
did (Taylor & Lamareaux, 2008). Going through the learning cycle passively, resulted in
invisible adult education.
Card stacking was used when fact and falsehood are employed by the
propagandist to show viewers the best or the worst possible case, which happened in
fiction when the writer set up the conflicts that the characters face (Lee & Lee, 1939;
Yourman, 1939). D-Day provided an excellent example of the use of card stacking. The
narrator presented the events in such a way that the audience understood and abstractly
connected the events to prior knowledge. While the narrator guided viewers through the
unfolding events, he used both fact and falsehood to manipulate their understanding of
the Marine victory (Yourman, 1939). While the audience is told that there was a great
loss of life, the images on the screen belied that fact. Few bodies were seen, and even
fewer wounded were shown on the screen (Information, 1944). Because the audience was
drawn into the events more through the emotion that the images evoke than through the
narrated version of events, they accepted the manipulated version of the truth and
passively followed the narrator through the secondary experiential learning cycle to be
educated invisibly by the propagandist (Bates, 2015).
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The element of plain folks linked the propagandist and the people and reiterated
that the propagandist is one of the people; therefore; his ideas are good, just as the
narrator, the setting, and the characters do in fiction (Lee & Lee, 1939). The Rear Gunner
illustrated the device of plain folks. The main character was a young man from Kansas
who grew up shooting at crows. He was unpretentious and wanted to be near the big
planes (Forces, 1943, 1:37). He was perfectly suited for the position of rear gunner
because he was not tall but had a lot of ambition. The audience connected with him
because he was just another one of them, thus they could follow him passively through
the story and through the secondary experiential learning cycle, as he went through the
new experience, reflected on the ways in which it connected to his previous experience,
and reconceptualized it according to his prior body of knowledge, resulting in invisible
adult education for viewers (Taylor & Lamareaux, 2008).
The bandwagon device reminded viewers that all members of the group to which
they belong were accepting the program presented by the propagandist (Taylor &
Lamareaux, 2008). The same concept is used in fiction to carry the story along and to
make the story accepted more easily by the audience (Bates, 2015). America’s Call to
Arms offered the best example of the band wagon device (Films, 1941). The newsreel
relied on the idea that all of America was rushing to do their duty in the war effort,
whether by working in factories or by joining the military, and the narrator named them
all to be heroes, millions of heroes (1:34). This encouraged the audience to identify with
the fictional characters and to follow those characters through the story and through the
passive, secondary experiential learning cycle, as well as to be invisibly educated by the
messages embedded in the story.
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Name calling used stereotypes and common beliefs to paint ideas as negative and
to encourage the audience to reject an experience (Lee & Lee, 1939; Yourman, 1939).
These same stereotypes and beliefs are used to provide familiar settings and characters in
fiction which shapes the viewers’ understanding of the crises and conflicts the characters
experience (Bates, 2015). America Goes to War used name calling against the Japanese
by using negative names, such as Jap and Nipponese to describe the enemy but used
glittering words to describe the United States military (Films, 1945, 2:44). Doing so
caused a greater divide between the two sides in the conflict of the story and guided the
audience through the secondary experiential learning cycle in the way that the
propagandist wished them to go, resulting in an audience that has been invisibly educated
to think about an entire group of people in negative terms.
Research Question 2
In what ways do the tenets of the abstract, passive, secondary learning cycle link to the
devices of propaganda and the elements of fiction regarding adult learning processes?
Narrators in the cartoons, newsreels and short films had their authority bolstered
by the propagandistic devices of transfer and testimonial, which linked the prior
experience with the current learning event in the familiar language of authority and gave
additional strength to the connections between the three (Lee & Lee, 1939; Yourman,
1939). The narrator in America’s Call to Arms was a narrator who used the ultimate
authority of the narrator combined with the symbols of glittering words designed to
appeal to the emotion of the viewers (Films, 1941). The emotion evoked by the glittering
words device and the guidance of the narrator caused the viewers to be passively drawn
into the story and through the experiential learning cycle because it helped the audience
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make abstract connections necessary for the secondary, passive experiential adult
learning cycle to continue, which corresponds to the role of the characters in fiction
(Bergsteiner, & Avery, 2014).
Card stacking used a combination of fact and falsehood to find the connections
between prior and current events to create the secondary, passive experience, reflective
observation, and abstract conceptualization, functioning as the crisis and conflicts do in
fiction and helping the viewers to be carried along through the conflicts to the resolution
of the story (Lee & Lee, 1939; Yourman, 1939). America Goes to War used card stacking
to show the viewers that the soldiers were smiling, and that the enemy escaped or was
taken prisoner, showing no United States military death at all (Films, 1945). WWII
caused devastating losses on both sides, so this is an example of how the fact of the
clipped images were joined with the manipulative use of those images to create a setting
and characters based on the propagandist’s program. The familiarity induced by the
setting and characters worked to lull the audience into enjoying the story, while
simultaneously guiding them through the passive experiential learning cycle based on
that setting and those characters (Bates, 2015; Bergsteiner & Avery, 2014). Together the
propagandistic devices of glittering words, plain folks, and card stacking intersected with
each other and helped continue the passive learning cycle. Because the anonymous
audience was passively going through the steps of the learning cycle with the fictional
characters, they were unaware that they were learning, and thus they were engaging in
invisible adult education (Bergsteainer & Avery. 2014).
The bandwagon device worked with the secondary, passive experiential learning
cycle because it helped viewers create meaning based on prior and current experiences,
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along with emotion and cognition that were shared with the community (Lee & Lee,
1939; Yourman, 1939). Viewers passively created meaning from the characters’
experiences and continued the experiential learning cycle with them. Winning Your
Wings used the bandwagon device to show that the propagandist’s program of recruiting
young men into the Army Air Force was something that people from all over America
admire (Forces, 1942). The audience saw crowds of people flocking to recruitment
centers to join in the fight that must be won (2:25). As viewers watched the process of
becoming a pilot shown on the screen, they passively joined the new recruits, were
inspired by the joy of the secondary flight experience and followed the main characters
through the experiential learning cycle, resulting in invisible learning.
Name calling helped the audience to abstractly identify with the propagandist’s
program and to forge a passive connection between past experience and the current
secondary learning experience, giving an emotional depth to the connection that made it
stronger, just as the narrator, the setting, and the characters do in fiction (Bates, 2015;
Lee & Lee, 1939; Yourman, 1939). The audience of Education for Death accepted the
narrator’s condemnation of Germany as a whole, forgetting that many people followed
the Nazi party because they were afraid for their lives (Disney, 1943). While viewers was
the fear of authority in the characters in the cartoon, they condemned the party, instead of
realizing that the fear means that they did not wish to be part of the Nazi regime. That
manipulated message led them through the passive, secondary learning cycle, and in the
process, they passively accepted the propagandists’ message and were educated invisibly
(Bergsteiner & Avery, 2014).

107

The story’s resolution happened as the characters of a story overcame their
conflicts, and the resolution of the story equated to the last step in the secondary, passive
learning cycle wherein the characters and adult learners experimented with and made
decisions based on those associations (Bates, 2015). Commando Duck resolved with
Donald realizing how easy it was to successfully complete his mission. As Donald
jumped out of the airplane and rowed down the river to the Japanese air field, viewers
saw him change from a terrified young soldier to a victorious, experienced soldier who
was no longer afraid (Disney, 1944). As he completed his mission and resolved his
conflict, the audience passively concluded the secondary experiential learning cycle, and
that resulted in invisible adult learning (Bergsteiner & Avery, 2014).
Research Question 3
Could both the devices of propaganda and the elements of fiction, along with the passive
experiential adult learning cycle coalesce to produce forms of invisible adult education?
Propaganda relies on seven basic devices to disseminate manipulated information
by the powerful who are telling the non-powerful what to think and what to do (Lee &
Lee, 1939). Since propaganda consists of carefully chosen fact blended with fiction, it
works especially well when used within a story (Hoffer, 1942). Because a story also
relies on fact mixed with falsehood to be accessible to viewers, propaganda is not as
noticeable in the context of the emotion evoked by the story. Both propaganda and
fiction, particularly when they are used together, bring about the environment wherein the
secondary, passive experiential learning cycle can work; therefore, the twin-cycle
experiential learning theory provides all the necessary steps to have experiential learning
take place based on the experience of someone else (Bergsteiner & Avery, 2014). The
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current, vague definition of invisible adult learning is the education of an invisible,
marginalized population that learns without the benefit of formal or informal instruction
and without realizing they have learned (Edelson, 2000; Merriam & Brockett, 2007). The
emotion evoked by propaganda and fiction, along with the secondary experience in both,
allows the audience to passively follow the abstract experiential learning cycle without
awareness of learning, which means viewers are being invisibly educated to follow the
propagandist’s program.
What Do the Findings Mean?
Propaganda, the practice of manipulating fact and falsehood to influence the
minds of viewers, has been used throughout history by those in authority (Hoffer, 1942).
Fiction requires necessary elements to capture and hold the attention of the audience
(Bates, 2015). Kolb’s (1984) experiential learning cycle had been expanded to include
emotion as part of the cycle, since most new experiences that begin the learning cycle
rely on emotionally-charged events in the lives of adult learners (Boud, Cohen, &
Walker, 1993). Bergsteiner and Avery (2014) combined the original experiential learning
cycle with the emotion induced by new experiences and created the twin-cycle
experiential learning theory, which allows the cycle to take place passively.
Both propaganda and fiction have an authoritative voice that introduced the
passive audience to the new experience and guided them through the reflection, abstract
conceptualization, and experimenting steps in the secondary learning cycle (Bates, 2015;
Lee & Lee, 1939). The devices of propaganda and the elements of fiction coincided
throughout the film media to create settings and characters that were familiar and
accessible to the audience and who carried the passive audience through the secondary
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learning cycle in the direction of understanding the propagandist’s message, which
resulted in invisible adult learning (Bates, 2015).
In each of the chosen cartoons, newsreels, and short films reviewed here, the
elements of propaganda and fiction relied on the same stereotypes, symbols, and
language to create not only familiar settings and characters, but also crises and conflicts
that were simplified into good/bad and right/wrong, making the propagandist’s message
visible, though it may not be as have been as obvious to viewers (Yourman, 1939).
Stories are ostensibly made to entertain, rather than to teach and to appeal to feelings
rather than logic. (Bates, 2015) The WWII audience, then, was bombarded with the
intentionally manipulated messages throughout the cartoons, newsreels, and short films
while enjoying the story. As a result, viewers were carried along by the entertainment and
were less likely to identify the propagandistic messages that were designed to manipulate
their thoughts, resulting in invisible adult education (Hoffer, 1942).
Because of the overlap between devices of propaganda and elements of fiction,
and because fiction is a necessary part of propaganda, the propagandistic messages
embedded in the stories presented to the audience worked to allow the abstract, passive,
secondary twin-cycle experiential learning model to take place invisibly in the minds of
the audience (Bates, 2015; Bergsteiner & Avery, 2014; Hoffer, 1942). Invisible adult
education takes place among an invisible, marginalized population, such as the
anonymous viewers, who were also outside the boundaries of any formal, informal, or
non-formal educational practice (Edelson, 2000). Because the audience, rich or poor,
well-educated or poorly educated were all seen as an invisible mass of people by the
propagandists, when presented with the opportunity to relax and be entertained by
110

cartoons or short films, viewers focused on the stories being presented and not on the
messages embedded in those stories (Taylor, 2003). The audience was predisposed to
believe what is presented in newsreels because they had been watching and listening to
the news throughout World War I and the Great Depression (Crafton, 1999). In addition,
newsreels, despite the name, were presented as stories, with deliberately chosen clips
designed to keep the audience entertained (Stewart, 2015). Newsreels then became an
effective medium through which to spread embedded propagandistic messages.
Because the audience focused on the stories presented in the cartoons, newsreels,
and short films chosen for this study, the embedded messages went virtually unnoticed.
The propagandist leads the audience through the secondary learning cycle, which causes
them to passively live through the experience, conflict, and resolution with the characters
(Bates, 2015). Because cartoons, newsreels, and short films are so easily accepted by the
audience and because they lead the audience passively through the secondary learning
cycle, the film media provides the conditions necessary for invisible adult learning to take
place (Edelson, 2000). Because the film media provided education outside the boundaries
of any formal, informal, or non-formal method of learning and because to the
propagandist, the audience is marginalized, the cartoons, newsreels, and short films
caused invisible adult learning to take place (Edelson, 2000).
Implications
A large part of the profession and practice of adult education relies on the context
in which formal, informal, and non-formal education takes place (Merriam & Brockett,
2007). While there are subtypes of adult learning, such as implicit and tacit adult
learning, the definition of formal, informal, and non-formal adult education includes the
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aspect that the leaners are aware of having learned and of the new knowledge (Connelly,
2008). Implicit adult learning is learning that happens while the adult is unaware of the
learning and cannot be retrieved from memory (Reber, 1993). If an adult remembers the
result of learning, but not the learning experience, that is implicit learning (Reber, 1993).
Tacit adult learning, on the other hand, happens when someone knows how to do
something without knowing the rules behind it, such as using a riding lawnmower. A
person can cut grass without knowing how all the systems of the lawn mower work
together to make it possible (Sternburg, et al., 1995)
Invisible adult learners are unaware of the learning process and of the knowledge
gained from it (Edelson, 2000). Invisible adult learning is a mostly unacknowledged and
underdefined form of adult learning. Its partial definition as having an invisible,
marginalized population who learns without the benefit of any subtype of formal,
informal, or non-formal adult education means that there are adults whose thinking and
knowledge has been shaped by invisible learning, which in turn affects the context in
which adult education is practiced. If educators are unaware of this added facet of adult
learning, the theories and methods of adult education may not have the intended effect.
Another aspect of adult education is the theories that have been proposed to help
explain how adult learning takes place. While there are many such theories, Kolb’s
(1984) experiential learning cycle that has been expanded to include emotional,
secondary, passive learning best explains how invisible adult learning can take place
without the awareness of the learner or the educator (Bergsteiner & Avery, 2014). The
link between propaganda and fiction as an example of experiential adult learning expands
and strengthens Bergsteiner and Avery’s (2014) abstract, secondary, passive twin-cycle
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learning model and adds to it the aspect of learning that takes place through the
experience of others and learning that happens invisibly to the adult.
The presence of invisible adult learning, because of the secondary, passive
learning through the experiences of others, provides an improved understanding of how
adults learn and how that learning can take place undetected by the learners (Edelson,
2000). Since a sizable portion of the field of adult education is its focus on social justice
and ways in which education may give marginalized adults a voice in society, the links
among film media, propaganda, and secondary, passive experiential learning will give
adult educators a better understanding of a range of learning, including invisible
education, that should be addressed in the practice of adult education. Understanding the
influence of messages embedded in WWII cartoons, newsreels, and short films designed
to manipulate and influence adult learners will help to inform the practice of adult
education, by strengthening the importance of invisible adult education (Taylor, 2003).
The expansion of Kolb’s (1984) experiential learning cycle into Bergsteiner and
Avery’s (2014) twin-cycle experiential learning model influenced the traditional
approaches of adult education practice and gave adult educators an improved awareness
of the ways in which society’s hierarchy is maintained (Merriam & Brockett, 2007).
Understanding how adult learners go through the secondary, passive experiential learning
cycle helps to further enlighten the practice of adult education (Merriam & Brockett,
2007). Because of the amalgamation of propaganda, fiction, and the secondary, passive
experiential learning cycle, ways in which adult educators approach the oppression
caused by the lack of social justice should change to give the marginalized, invisible
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adult learners a voice with which to address those in power, thus reducing their
marginalized status.
Limitations
A limitation of this study was that viewers, producers, and government
supervisors were no longer available to interview because of the length of time between
WWII and present. A delimitation of this study was that it focused only on available film
media that was created and released during WWII (“Conflict,” 2016; Lesjak, 2013;
Grabarski, 2013). If a wider range of media had been added to the study, the results may
have differed. While other adult learning theories may have explained certain elements of
the media more clearly, the framework of the twin-cycle experiential learning model and
invisible adult education was chosen because clearer links between propaganda, fiction,
and the experiential learning cycle could be established, so a stronger definition of
invisible adult education is available.
Directions for Future Research
This study examined cartoons, newsreels, and short films produced during WWII
that are known to contain embedded messages through the lens of propaganda and fiction
(Hoffer, 1942, Stewart, 2015). Past studies have examined propaganda, fiction, and the
experiential learning cycle separately, and while studies have been conducted to establish
the existence of propaganda in WWII film media, few have linked the presence of
propaganda to fiction (Silverstein, 1987; Taylor, 2003). Because of the dearth of
literature linking fiction and propaganda and connecting both to the secondary, passive
learning cycle and because the definition of invisible adult education in the literature is
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vague, past researchers have not attempted to solidify the existence of invisible adult
learning resulting from the secondary, passive experiential learning cycle.
This study may guide future research into the effects that propaganda may have
on adult learners and on the practice of adult education. Adult education relies heavily on
the context within which learning takes place (Merriam & Brockett, 2007). The
understanding of how the twin-cycle experiential learning model causes invisible adult
education through the influences of propagandistic messages embedded in fiction would
add a facet to adult educators’ ability to reach the learners, so an adjustment of methods
could be necessary to connect to the invisible adult learning that has already taken place
(Merriam & Brockett, 2007).
A fuller understanding of invisible adult learning through film media could also
guide future research into other ways in which invisible adult learning may happen. If
invisible adult education happened during WWII because of embedded messages in
cartoons, newsreels, and short films, research should be undertaken to determine whether
the same is currently happening. Today’s media is focused on providing their audience
with a story to keep their attention, which means that the ways in which the media
portrays modern conflicts could still be a vehicle to cause invisible adult learning through
embedded messages and to continue to cause invisible adult learning through the
secondary, passive experiential adult learning cycle (Taylor, 2003). The current media
portrayal of the immigration crisis in the United States is an example of the simplification
of a current issue, turning a conflict with many facets into a left/right, liberal/conservative
problem, just as the propagandistic device of card stacking does (Yourman, 1939). Rather
than encouraging viewers to think about all sides instead of in divisive terms, the media
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present stories composed of fact and falsehood, which use the connections between
propaganda, fiction, and the secondary, passive experiential learning cycle to cause
invisible adult learning (Bergsteiner & Avery; Edelson, 2000).
Expanded theories of experiential adult learning and of invisible adult education
could allow future researchers to explore diverse ways in which adults learn from the
experiences of others. If the links between the devices of propaganda, the elements of
fiction, and the secondary, passive learning cycle in this study hold true in other studies,
future researchers should attempt to discover other forms of invisible adult learning
produced by secondary, passive experiential learning.
Summary
During WWII, the United States government needed cooperation from its citizens
to ensure that they supported the war effort, whether by working in factories,
volunteering for the military, or working at home to pay taxes and to save resources to be
used by the military (Lesjak, 2013). While posters and advertisements announced the
various changes that were needed and military requirements that had to be filled, the
government identified the film industry that had made great strides since the First World
War to be an excellent medium through which to pass manipulated information along to
the population of the United States (Crafton, 1999). These WWII productions, such as
cartoons, newsreels, and short films, have long been established as propagandistic, and
while WWII cartoons and short films are undeniably designed to be entertaining, the
newsreels were assumed to be accurately reporting the events of the war as it happened
(Grabarski, 2013; Lesjak, 2013). In that time period, there were fewer sources of
information about the war and the war effort, while today there are many sources of
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information with different points-of-view, including uncensored videos taken by ordinary
citizens at the scene of the event. During WWII, however, the government designed the
newsreels to be as fictitious as the cartoons and newsreels, which were distributed all
over the United States (Stewart, 2015). Embedding the propagandist messages into the
fictional cartoon, newsreels, and short films proved to be the mechanism that the OWI
needed to influence viewers and to encourage them to follow the government’s wishes
(Kosar, 2005). Because many of the same devices were used in both propaganda and
fiction, links could be made between those devices and Bergsteiner and Avery’s (2014)
twin-cycle experiential learning model, resulting in invisible adult learning (Bates, 2015;
Yourman, 1939).
This study found links that connect propagandistic devices and fictional elements
to the secondary, passive twin-cycle experiential adult learning model. These connections
were shown to be stronger because of the ways in which propaganda and fiction worked
together to not only lead the audience passively through the secondary learning cycle, but
also to hide the embedded messages present in the compelling cartoons, newsreels, and
short films from viewers during WWII. Propaganda and fiction both depended on certain
elements to function, and in the context of the story, they relied on each other to
introduce viewers to the characters, the crises, and conflicts and to lead the audience
toward the conclusions desired by the propagandist flows smoothly without producing
hesitation in viewers (Jenoff, 2013). Consequently, the manipulated messages in the
stories corresponded to the steps in the passive, secondary learning cycle, and served to
educate the audience, and for that reason, the adult audience was invisibly educated when
viewers watched the WWII film media.
117

Conclusion
This study used conceptual and relational content analysis to examine film media
produced in the United States during WWII (Krippendorff, 1980; O’Leary, 2014). The
cartoons, newsreels, and short films that were used in this study revealed numerous
overlaps among the devices of propaganda, the elements of fiction, and the abstract,
secondary, passive definition of the twin-cycle experiential learning theory (Bates, 2015;
Bergsteiner & Avery, 2014; Hoffer, 1942). Couching propagandistic messages in film
media with the use of the elements of fiction was an effective way of manipulating the
population toward a certain point-of-view and causing invisible adult learning (Taylor,
2003). If propaganda and fiction were not used in combination to produce a story built on
fact and on falsehood, the audience would not be as apt to passively follow the steps in
the secondary experiential learning cycle and to be led toward the point-of-view the
propagandist had in mind. Because of the connections between propaganda, fiction, and
the secondary, passive experiential adult learning cycle, invisible adult learning happened
during WWII because viewers were unaware that learning was taking place.
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